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MEP-

CHAPTER ONE

DEVELOPMENT, ORGANIZATION, AND

IMPLEMENTATION OF THE SEMINAR

The Problem and Its Scope

With the passage in 1965 of Public Law 89-10, the Elementary

and Secondary Education Abt, frequently abbreviated ESA, it was

possible under Title V for state departments of education to employ

additional personnel to strengthen the department. As a result of

this legislation several states for the first time either employed

a person to coordirate statewide musical activities or expanded the

already existing music section of a state department of education.

In August, 1965, at the time of the National Conference to

improve the Effectiveness of State Supervision of Music, for which

this investigator served as Project Director, only twenty-three

state departments of education employed music personnel. In January,

1967, when the Seminar in State Music Supervision was held in New

York City, thirty-five states plus the Territory of Guam employed at

least one person to head up or assist in the supervision of musical

activities in their respective states or territories. This figure

of thirty-six1 represents an increase of approximately 57 percent in

the seventeen months from August of 1965 to January of 1967. Looking

at other statistics, considering the fifty states plus the Canal Zone,

Guam, PUerto Rico, and the Virgin Islands, the twenty-three states

with state supervisors of music in August, 1965 represented only 43

percent of the total. By January, 1967 it had increased to 67 per-

cent. Just considering the fifty states, the respective percentages

are 46 for 1965 and 70 for 1967.

This increased recognition of the need for effective leadership

in music at the state level, as just noted, constrained the Project

Director to find a means whereby the newly appointed personnel, as

well as those who had been in office for a longer period of time not

only could share problems and ideas and assist one another through

interaction, but also receive inspiration and stimulation from pro-

fessionals who were not state supervisors of music. A Seminar in

State Music Supervision seemed to be the most practical vehicle for

accomplishing these Objectives.

1While this project was in progress, state supervisors of music were

added in Idaho and Maine to bring the total to thirty-eight.

1
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The problem of this study vas threefold: to assist the eighteen

music supervisory personnel in state departments of education who did

not attend the Washington Conference in 1955 to receive concrete sug-

gestions and assistance to enable them to function more effectively

in their positions; to enable the eighteen individuals who attended

the Wadhington Conference to become more intensely involved in such

continuing problems as certification; and to provide information

which would have import for state supervisors of music in the future.,

sudh as the application of digital computer techniques to music edu-

cation.

Although the position of state supervisor of music was first

instituted in Pennsylvania about sixty years ago, it only has been

during the last five years that any significant increase in the

number of positions created and filled became apparent, as noted

earlier in this report. In his report, National Conference to Im-

Esove the Effectiveness of State Supervision of Music, this investi-

gator stated that sixteen of the twenty-three states that had a

state supervisor of music were situated east of the Mississippi

River.2 At the time of the New York Seminar in January, 1967 more

equitable distribution had been achieved between East and West, with

twenty-two and fourteen respectively being noted.

Related Research

Research studies, both doctoral and others, related to state

supervision of music are not numerous. These.items and others of

significance to the Seminar, may be found in the Bibliography.

Objectives

In the original proposal which was submitted for this Seminar,

eight objectives were listed, With mdnor modifications they remained

the same as initially proposed. The objectives were to: (1) Assist

new state supervisors of music to plan and organize effective state-

wide programs of music; (2) Determine precepts which will result in

more effective liaison between the state music supervisor, the state

education association, and the state arts councils, (3) Enable new

state supervisors of music to learn some of the techniques of su-

pervision which their more experienced peers already have found to

be successful; (4) Learn about the application of digital computer

techniques to music research and instruction; (5) Through the ex-

change of ideas, discover the most effective means to disseminate

current knowledge of teaching music; (6) Become acquainted with

2
Roger P. Phelps, National Conference to Improve the Effectivesess of

State SupeFvisiorli3t MUsic. Cooperative Researdh-roject 5:8277

EDRS No. ED 010-412. Cleveland, Ohio: Bell and Howell Company,

January, 1966, v. 2.
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guidelines whidh will assist state supervisors of music to more ef-

fectively evaluate proposals which are referred to them under Title

I of Public Law 89-10 LThis read Title III in the original proposal,

but it seemed advisable at the time of the Seminar to emphasize

Title I. Interim reports on Title III projects in music, however,

were presente:37; (7) Assist state supervisors of music to become

acquainted with the arts councils movement on local, state, and

national levels, and; (8) Determine areas of need in state music

supervision as a basin for future research proposals.

Specific Issues

It was Observed, both prior to and during the New York Seminar,

that states which have had leadership in the area of music supervi-

sion usually have not had as many problems in curriculum, scheduling,

certification, and other areas as those where there has been no

spokesman for music in the state education department. Many of the

new appointees sensed an urgency in as quickly as possible acquiring

techniques and the "know haw" to help them solve problems of immedi-

ate concern. Advice and counsel given freely by their more experi-

enced peers at a seminar seemed to be a way to benefit them in this

regard.

A relatively new concept, arts councils, has begun to be a sig-

nificant force in the cultural life of the United States at national,

state, and local levels. In some states the state supervisor of
music is expected to provide direct leadership in,this area, while

in others he may function in a liaison capacity between various

groups and agencies. With increased emphasis on arts councils an-.
ticipated for the future, the involvement of the state supervisor

of music in this movement in many instances may be expected to

increase.

The digital computer and other items of "educational hardware"

have begun to make a significant *pact on educational thought and

practice in many disciplines, including music. The Institute for

Computer Research in the Humanities at New York University is an

example of this activity. Many exciting projects either have been
completed or currently are underway, suggesting that the use of the

digital computer can result in improved techniques of teaching, ad-

ministration, and evaluation in music. "Writings on the Use of
Computers in Music," which is included in the Bibliography, repre-
setts a rather impressive compilation of titles relating to compu-

terized music.

Not only is the state supervisor of music expected to be in-

volved in consultative services, supervision, or whatever his specif-

ic title may suggest, but he also frequently is the individual to

wham music educators throughout the state look to keep them posted

on the latest materials, ideas, trends, research, and developments

in music. Sudh a responsfbility could easily demand the complete
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enercies of oile person. The dilemma faced, then, by many state su-

pervisors of music is haw to effectively disseminate this current

knowledge and at the same time undertake the other responsibilities

incumbent with this office.

The "music specialist" in the state education department is

the individual to wham those who have the final responsibility for

recommending whether a Title I or a Title III ESEA Proposal should

be funded or not frequently will turn. The degree of direct involve-

ment with Title I and Title III project evaluations, of course,

varies from state to state. The general guidelines which have been

furnished frequently call for more specific interpretation on the

part of the state supervisor of music for proposals relating to

music.

By learning about research currently in progress, the state su-

pervisor of music will be in a better position not only to determine

what still needs to be done, but also to disseminate information to

those requesting it about what projects recently have been completed

or are in progress. Also, at a seminar such as this one, where
interaction plays such an important role, ideas which need to be

pursued further are a logical consequence.

Seminar Proarat ion

Luring the planning stage of the Seminar in State Music Super-

vision, the Project Director asked G. Lloyd Schultz, Chairman of

the National Council of State Supervisors of Music, to indicate

Which prOblems encountered by members of his group were the most

likely ones for postulation, isolation, and investigation at a

three-day conference. To these were added items Which seemed to

demand either a more intensive a: continuing investigation as a

result of the 1965 Wadhington Conference. SUbsequently, qualified

and highly regarded consultants were obtained to present position

papers in these respective areas: John B. Hightower, Executive
Dixector of the New York State Council on the Arts: "The Arts Coun-

cils Mbvemeat;" William H. Flaharty, Deputy Commissioner of Edu-

cation for the State of Connecticut, Hartford: "Educational Adminis-

tration at the State LeveW George W. Logemann, Coordinator of

Computer Sciences, and Jan P. LaRue, Research Consultant, for the

Institute for Computer Research in the Humanities at New York Uhiver-

sity: "Automation and Digital Computers;" Joseph Hendrick, Regional

Assistant to the U.S. Commissioner of Education, New /brit City:

"Title I of ESEA;" and Ernest Van Den Haag, Lecturer at the New

Sdhool of Sbcial Research, New York City: "Mass Media and Their Im-

pact on Culture." Because of illness Dr, Van Den Haag regretfully
found it necessary at the last minute to withdraw from the program.

In addition, these state supervisors of music consented to

assist: Marjorie M. Coakley (Ohio), G. Lloyd Schultz (Wisconsin),

James Sjolund (Washington), and Raymond Thigpen (South Carolina),

11.



thus giving fairly widespread geographical representation. The New

York City Board of Education was represented by Benjamin Chancy,

Louise Kirschner, and Mhrtin Clanoff, while Arnold Fish discussed

the JUilliard Repertory Project. Harold W. Arberg, from the U.S.

Office of Education, also participated.

Invitations to attend the New York Semimar were issued by the
Project Director to the thirty-four states which had a state su-
pervisor of music at that time, with travel and per diem allowances
subsidized by project funds. The same invitation was extended to
two states which had a supervisor of arts and humanities. The Ter-

ritory or Guam also was represented, at no expense to the project.
Additional representatives were present from Alabama, New York, Penn-
sylvania, and South Carolina, at no expense to the project. Also at-

tending without subsidy from the project were representatives from
the Music Educators National Conference and from New York University.3

In all, a total of fifty participants attended, exclusive of consult-
ants.

A, personal letter was sent by the Project Director to the chief
state school officer of each of the fourteen states which did not
employ a state supervisor of music at the time of the New York Semi-
nar, inviting them to send a delegate at their expense. None were

able to attend, however, although two states expressed enough iuter-
est in the project to request additional information about creating
the office of state supervisor of music.

New York University, in addition to providing the site and fa-
cilities for the Seminar, served as fiscal and sponsoring agent for
the project. An office for the Project Director, as well as cleri-
cal, mailing and other assistance, also were given by New York Univer-
sity.

Prior to the Seminar, the Project Director reserved meeting
rooms, obtained nearby housing for partIcipants, and prepared an
enrelope for each person attending, which included an identification
badge, position papers, expense vouchers and instructions fcr pre-
paring them for those eligible for reiMbursement, a Seminar program,
and other items. Detailed information was sent by the Project Di-
rector to all participants prior to their arrival, through a series
of three memoranda. Included in the mailings were tax exemption
certificates for transportation and housing; a map locating New York
University's Loeb Student Center in relation to the Fifth Avenue
Hotel, where participants were housed at a special rate; and a set
of instructions indicating how the Fifth Avenue Hotel could be
readhed most easily by various modes of transportation.

3Seminar participants are recorded in Appendix A. Consultants are
listed in Appendix B.
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Comments by each of the consultants and the interaction of the

Seminar participants were preserved on magnetic tape. Other items

of audio-visual equipment utilized during the Seminar were: public

address system, opaque projector, film strip projector, and three-

speed record player. The position papers, plus the remarks recorded
on tape, have served as the basis for the report which follows in

subsequent chapters.

Results

Because of the nature of this type of project, the results ob-

tained largely consist of satisfactory answers which individuals

received to the questions whidh they asked. The remarks made by

consultants, moderators, and participants also provided tangible
solutions to the problems of some individuals. In many instances,
however, since no overt attempt was made to ferret out this inform-
ation, no objective measure exists to determine precisely how many
and what specific questions were answered in this manner. The

results, then, are evident in each chapter throughout this study.

Structure

Because of the availability of necessary meeting rooms and
equipment, and cxellent dining facilities within the building, the
Loeb Student Center at New York University proved to be a most pro-
pltious site for the Seminar. The Seminar was structured as follows:

PROGRAM

TuesdeE, January 241 1267

1:00-1:15 p.m. Registration Wadhington
Square Room

1:15-2:00 p.m. Opening Session - Introductory Remarks Washington
Square Room

Roger P. Phelps, Seminar Director

Daniel E. Griffiths, Dean
Sdhool of Education, New York University

Gordon N. Pinkham, Assistant Director
Office of Research Services, New York University

Paul Van Bodegraven, Chairman
Department of Music Education, New York University;
Vice President, Music Educators National Conference

Joseph J. Azzarelli, Director
Educational Research Services, New York University

Gene Morlan, Associate Ekecutive Secretary
Music Educators National Conference



Harold W. Arberg, Music Specialist
Arts and Hnmanities Branch
U.S. Officl of Education

G. Lloyd Schultz, Chairman
National Council of State Supervisors of Music;

Wisconsin State Supervisor of Music

Howard S. Conant, Head
Dtvision of Creative Arts, New /brk University

2:00-2:15 p.m. Break

2:15-3:45 p.m. "The State Arts Council Movement" 408

JOhn B. Hightower, Ekecutive Director
New Urk State Council on the Arts

Joseph G. Saetveit, presiding

3:45-4:00 p.m. Break

4:00-5:30 p.m. "Insight Into Same Common Problems Faced 408

by State Music Sgpervisors"

G. Lloyd SChultz, presiding

5:30-7:30 p.m. Dinner

7:30-9:00 p.m. " 'How TO1 Suggestions for Newly Appointed leo8

State Music Supervisors"

G. Lloyd Schultz, presiding

Wednesday, Januarx 25,

9:00-10:30 a.m. "More Wective Dissemination of Current
Knowledge of Music Teadhing"

Rewmond O. Thigpen, presiding

10:30-10:45 am. Break

10:45 am.- "The Chief State Sdhool Officer and His Washington
12:00 noon Relationehip to the State Music Square Room

Supervisor"

William H. Flaherty, Deputy Commissioner
of Education, State of Connecticut, Hartford

Washington
Square Room

12:00 noon- Lunch
12:45 p.m.

Washington
Square Room



12:45-1:00 p.m.

1:00-2:00 p.m.

2:00-2:15 p.m.

2:15-3:30 p.m.

Break

"Certification and Improving the Washington

Competency of Music Teachers" Square Room

Marjorie Malone Coakley
Music Education Consultant
State of Ohio, Columbus

Break

"Automation: Processes and Researdh" 510

George W. Logemann, Coordinator of
Computer Sciences, Institute for Computer
Research in the Humanities, New York University

"IlOngoing Research in Music Utilizing the

Digital Computer"

Jan P. LaRue, Research Consultant
Institute for Computer Research in the Humanities,
New York University

3:30-3:45 p.m. Break

3:4.5-5:30 p.m. "The Title III Performing Arts Project
for Puget Sound"

Jack Kilkuk, Project Supervisor
Seattle, Washington

"MUsical Ability Utilization"

Benjamin S. Chancy, Director of Music
Martin Olanoff, Project Research Director
Louise C. Kirschner, Music Research and

Curriculum Specialist

New lbrk City Board of Education

James Sjolund, presiding

5:30-7:30 p.m. Dinner

7:30-9:00 p.m. Council of State Supervisors of Music

G. Lloyd Schultz, presiding

8
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Thursday, Islam 26, 122

9:00-9:45 am. "Research and the U.S. Office of Wadhington

Education" Square Room

Harold W. Arberg, Music Specialist
U.S. Office of Education

9:45-10:15 a.m. "The Juilliard Repertory Project"

Aruold Fish, JUilliard School of MUsic
New York City

10:15-10:30 am. Break

10:30-11:45 am. "General Factors of Title / of ESEA"

Joseph Hendrick, Regional Assistant
to U.S. Commissioner of Education,
New York City

11:45 a.m.- Lunch
12:30 p.m.

12:30-1:00 p.m. Break

Washington
Square Room

Washington
Square Room

Washington
Square Room

1:00-2:00 pm. "Mass Media and Their Effect on Culture" Washington
Square Room

Roger P. Phelps, Seminar Director

2:00-2:15 pm. Break

2:15-3:15 pm. Summary, Evaluation, and Concluding Remarks 510

Seminar Director

3:15 pm. Adjournment of Seminar
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CHAPTER TWO

THE STATE ARTS COUNCILS MOVEMENT

The decade of the 1960's has witnessed a phenomenon unparalleled

in the history of the arts in the United States, commonly referred to

as the rise of the arts councils on national, state, and local levels.

Under this program it is now possible for even the smallest community

to enjoy the advantages of the best performances in the arts. This

program, although generally on a more sophisticated and higher level

culturally, reminds one of the old ChaUtauqua programs which were so

popular in this country in the early years of this century.

In his introductory remarks, joseph.G. Saetveit set the stage

for the comments by JOhn B. Hightower which followed. Saetveit noted

that an attempt to inaugurate a state arts council in New York State

was begun as early as 1944. However, it was not until 1960 that the

state legislature passed Senator McNeil Mitchell's bill establishing

the New York State Council on the Arts and providing an appropriation

for it. He quoted a request from Governor Rockefeller, who stated that

"the goal of the Council on the Arts is to be the policy of the state,

to join with private patrons and with institutions and professional
organizations concerned with the arts to insure that the role of the

arts in the life of our communities will continue to grow, and will

play an even more significant part in the welfare and educational

experiences of our citizens, and in maintaining the paramount position

of this state in the nation and in the world as a cultural center."

These comments were most appropriate because New York State was the

first to authorize and provide a subsidy for a state council on the

arts, a pattern Which has now encompassed all fifty states.

In continuing, Saetveit read a more recent statement, this one

by James E. Allen, Jr., President of the State University of New York:

"We are a young nation with our cultural tradition still incompletely

identified and shaped. Our passion for democracy is not inimicable to

a corresponding passion for excellence. We should not accept passively

the theory that presenting the arts to the many inevitably causes the

former to be debased. Our task is rather the slower, more tortuous one

of encompassing the population in our efforts to instill a desire for

the best. just as we have done before what the world considered impos-

sible or rashly conceived, so once more, and in still another way, can

we demonstrate our peculiar bent for strengthening the sinews of democ-

racy. The New York State Council on the Arts has already enridhed our

past. It is even more essential to the enrichment of our future."

john B. Hightower, who has been Ekecutive Director of the New York

State Council on the Arts since 1964, then presented a position paper

10



entitled "The State Arts Councils Movement.r His remarks follow:

There are fifty states which now have arts councils. For a
long time Mississippi was a holdout, but within the last six months
an arts council was established there by an executive order, so
now all states are eligible to receive some matching funds, or
at least study grants, from the National Council on the Arts.
In fact, all of the possessions have arts councils--Samoal the
Virgin Islands, and Puerto Rico. Guam does not, and the reason
for it is rather entertaining. The day the application arrived
on the desk of the administrator who was to fill it out and forward
it to Wadhington, a hurricane blew down the building and took
the application with it. They were very remiss when they finally
picked up the pieces several months later, and indicated that next
year they promised to get their application in on time, but they
were certain the Council would understand the somewhat critical
circumstances of this year's application.

It's been a dramatic and unprecedented activity at the state
level. I think I'm correct in saying that few federal programs
have met with such conclusive acceptance at the state level.
Roger Stevens and Charles Nhrk are fond of saying that the arts
are so desparately in need of financial help that they will go
to any extreme to get a little money. It doesn't involve too
muCh. Most of the initial planning grants are no more than
$25,000 and these do not necessarily have to be matched at the
state level. But in order to qualify for the next category,
which is $50,000 in matching federal funds, a state legislature,
or at least some source within the state, must match that amount
of money. In many ways the experiences of the New York State
Council are typical, but I can't get anybody to believe they are,
since our current budget is $1,500,000 and most of the states are
worrying about how to match that $50,000 grant from the federal
government. So I'm seldom convincing about drawing parallels
between New York's experience and what many of the states are
going through now. But I think enough principles have been es-
tablished and set forth that can at least be adapted to indtvidu-
al and unique situations Which are found in different geographical
locations throughout the country.

Governor Rockefeller has been a very important lobbyist and
he is very well placed in Albany. He has a permanent residence
up there and he does his job as our lobbyist very effectively.
Each year our budget seems to increase. Of course, his personal
commitment to the establishment of the State Arts Council in 1960
really is what tipped the scales, although I have been told by
some of the legislators that the then Senate Majority Leader
Mhhoney had to sort of "chuckle" it through the committees that
were investigating it.

11



Things have dhanged in Albany almost to an extent I don't
think any of us could have predicted five years ago. The prob-
lem now is not so much one of defending the Council's programs
and policies against political attaci but rather of trying to
guide the impressive, almost startling amount of legislation in
this current legislative session which in some may affects the
arts. The pendulum has swung badk away from suspicion of the
arts to accepting the arts and supporting them because it's
politically palatable to do so. In a funny way that brings with
it as many concerns as being able to defend against political
attack sone procedures which could severely inhibit the freedom
of the Arts Council or the Education Department to develop care-
fully constructed programs. To give you a specific example, a
theatre festival in upstate New York was suggested by a local
assemblywoman. The State Arts Council was proposed as the ad-
Ministrative agency of the state government through Which state
funds should be channeled to construct this theatre facility. I
got a call about the bill when it was on the floor of the Assem-
bly and a legislative aid informed me that he thought I would be
interested to know that this bill was coming up before the Assem-
bly for a vote that day which would add about $2,500,000 to my
budget, specifically designated for one particular theatre in
upstate New York. I told him: "That's very interesting. If the
Governor aslr.s ma for my opinion I'm afraid I'm going to have to
tell him to veto it, which mill be a little embarrassing for all
of us, won't it!" He was startled at that. Had it been passed,
the State Arts Council would have been placed in the position
of providing capital funds, something we do not do now nor want
to in the future. It also would have singled out one particular
performing arts group in the state as the benefactor of the State
Arts Council's programs, eliminating a great many others in the
process. It was a precedent I didn't want to have set, so the
bill is being resubmitted,: and the funds are more properly being
channeled, if the bill passes, through the Parks Department.

To get back to the chronology of the New York State Arts
Council, the Governor appoints the fifteen-member Council, which
has been a group of fifteen individuals who are studiously
non-political. They have been picked because they have a deep,
strong, personal commitment to the arts. Of the fifteen members,
I was surprised the other day to find out that only two are Repub-
licans, and no members of the fifteen-member staff are Republicans.
I've got to give the Governor credit for this because his leader-
ship has been extremely strong in this regard and he has thought
in terms of the arts first and politics second. The persons who
serve on the Council are a remarkable collection of individuals.
They are expansive, concerned, Whimsical, and not too serious,
and a great delight to work with.

The mission of the Council has been primarily to expand the
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audience in the state and to provide support and advice, but not

subsidy--the dirty word of government. It reminds me of appear-

ing before the Senate hearings on establishing the National Coun.

cil on the Arts and Humanities. I was not a hostile witness and

Senator Javits was trying to be kind, and he said: "Tell me,

John, what's the Council's subvention in its various programs?"

I thought to myself subvention, sUbventionthis isn't the House

Un-American Affairs Committee: Then he said: "In other words,

how much support does the Council provide to the amount of pri-

vate support?" / breathed a sigh of relief and said four to

one: What happens in the principal program of the Council, which

is a professional touring program, is that the great concentration

of topnotch world-renowned performing groups that are here in New

York City are given the opportunity to perform throughout the

stateorganizations like the New York City Opera, the Metropoli-

tan National Company, the New York Philharmonic, the New York Pro

Musica, the New York Woodwind Quintet, the APA Phoenix Repettory

Theatre, and so on. The Council with its support manages to

stimulate or provoke about three to four dollars for every dollar

in state funds. To quote some dreary, but significant statistics,

in the first year of the Council's program we paid to have four

groups present ninety performances in forty different locations

at a cost to the Council, or the state, of $330,000. Lest year,

for approximately $185,000 in state funds, some 255 performances

took place in about 110 different communities. So you can see

that the amount of state support has dropped and the number of

performances it has made possible has increased, which is rather

rare for government programs.

In additIon to expanding the audience for the arts, we're

concerned with providing the professional artist more opportu-

nities to perform and display his work. That becomes fairly

critical. There are a number of programs, and any of you are
entirely welcome to obtain agy information we have from our

office at 250 West 57th Street, New York, N.Y. 10019.

There is the touring program of professional performances

whidh pravides polished, full-staged performances throughout the

state. In addition to that, and as a complement to it, there are

what we call educational presentations-g-sort of instructional

sessions on the dance, opera, theatre, music, open rehearsals,

workahops, lecture=demonstrations, and master classes where ap-

propriate. The educational presentations work in a variety of

ways. They not only take place within sdhool situations but are

also available to adult groups to provide an introduction to the

more fully-staged, polished productions. Sametimes it's a very

good device to use--you as educators know this--to introduce

audiences to what's going on. I think it might be a little upset-

ting in Olean, New Yorklto have as the first .professional theatre

performance that's played Olean in twenty-five years, a performance
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of LeRoi Jones' The Toilet, But there is a fairly graceful way
of introducing audiences to what Jones is trying to do with the
particular verba materials at his commandRif command is a
proper word to use.

Also, just recently established is a poetry program which
essentially does the same thing. There is a staggering list of
some sixty-six poets who are available for touring throughout
the state, and the State Arts Council will pay part of the fee.
We asked seventy-two poets if they would be willing to be a part
of this and figured we'd get responses frmn about thirty-five of
them. It turned out that sixty-six accepted, which was a little
beyond our anticipations. But it is a wonderfully exciting list,
ranging from Marianne Mbore to Allen Ginsberg with just about
everything in between. In fact, Richard Wilbur was asked if he
would join this program and real throudhout the abate. Be said

"yes," %lilt I'm terribly sorry1"--we had suggested a fairly
nominal fee of $200 for a reading--"my usual fee is $700!"
Marianne Moore wrote: "I don't know why anybody would want me,
but I think $200 would be lovely!"

We also have special areas, but I'm ignoring the visual
areas today. They are, however, vastly important in what we do.
For example, we have travelling exhibitions which also cover
quite a variety of ground--how to look at a painting, even
elements of nineteenth century hardware.and the paper on the
wall, anything-which attempts to expand the.visual awareness of
audiences, be they children or adults. A nuMber of these are
concerned with the preservation of the best architecture of the
past. Not only that, but trying to figure out same way to improve
the plight of contemporary architecture of distinction. Among
the special projects, we've provided a grant with National Coun-
cil funds to the Eastman School of Music to see what hgppens when
the Suzuki method of string instruction is established in an
American sdhool system. In this instance it's Rochester, and
Suzuki has maae several trips to the United States to work with
the children in the Rochester schools. The results have been
very successful and we hope that there will be instructors trained
in the Suzuki method of string instruction as a result of that
project. We've also attempted to unravel some of the language of
the Title III requirements and also to guide by the bands the arta
organizations in the state, telling them how they can take advanf
tage of what suddenly everybody woke up to find one day was a much
bigger bushel basket full of dollar bills than the National Council
on the Arts would ever hope to be. That has been a fairly important
and someWhat typical role for a state arts council to play. With
our interest in the arts first and education second, it's at least
good to have an agency of government that thinks in those terms
and it's been useful to arts organizations throughout the state in
relationahip to Title III funds and putting together Title III



proposals that make sense.

We have also a program of technical assistance which has
been a real sleeper in the Council's greatness--essentially
putting professionals in all phases of the arts, everything
from personal relations to Board of Directors, how to set
up a non-profit corporation legally, how to sell tickets at the
box office, how to conserve the floor of a valuable eighteenth
century building. We even got one delicate requesthow to tell
a Board of Directors What their responsibilities are. We didn't
dodge it. It worked out much more gracefully than I ever expect-
ed.

Some of the attitudes of the Council's operation have been
important. Pram the very beginning we felt that the Council--
the Governor really vas very adamant in this--that the Council
should be a separate entity of state government fram the State
Education Department. There should be f..onstant cooperation be-
tween them, but he felt that because the Education Department
was principally concerned with education, that the arts opera-
tions, the concerns of the Arts Council, would get a low priority
in the defense of its budget, or whatever concern it might have,
if it were put into the structure of the State Education Depart-
ment, which is an enormous department in New York. I might say
that when I announced last year that the State Arts Council
budget in New York was 0.2505,450 at a conference of state arts
councils, everybody HoOhed" and "ahed." I was standing next to
the deputy director of the state budget and he said: "Remind
them it's only one-fiftieth of one percent of the total annual
budget of the etate," which tends to put things back into per-
epective.

We've been studiously anti-bureaucratic. There are two ways
in which we've tried to bring this about. The first is any time
there is an administrative requirement which a new program or a
new area imposes, say a project in films which was underway this
past year, or the one in poetry, we've tried to find a profession-
al organization to handle the administration of the program for us.
In the case of the poetry program it's been the Poetry Center of
the YM-YWHA. We have a Young Artists Program, essentially a
chance to have young musicians perform with community orchestras
throughout the state. We establish the details and the mechanics

of it. It's being administered by the American Symphony Orchestra
League of Vienna, Virginia, just outside of Washington. A film
project is underway and we'll be working closely with film
societies on that. The reason for this is two-fold. Wherever
we have a chance to use an established professional organization
to make an artistic decision, to get government off the hook of
deciding what is good and bad art, we'll do it. There's great

merit to this. The chances to be arbitrary in the selection of
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individual art or individual artists to receive grants is compel-
ling and terrihly difficult. I think the National Council has
done a remarkable job in the selection of grants for the artists
that they chose recently.

More and more as programs develop and are polished and
working smoothly on their own, we will try to divest ourselves
of them. I'm thinking in particular of this educational presen-
tations program. We've already made overtures to the State Edu-
cation Department to some day eventually take that over. This is
a fairly practical consideration. It's possible for that one
single program of the Council to blossom so dramatically that we.
just couldn't afford to keep up with it. If all the schools in
the state were to receive support for the variety of educational
presentations that are offered, we could probably spend six to
eight million dollars very easily. At the present time our
budget for that one program is $75,000.

We will continue to stress the contemporary in the arts.
The reason is not because it's fashionable, but because it's
immediate. It relates to what's happening now. Also it's a
way of having the state recognize its responsibility for sup-
porting the artists who are living now and not who died fifty
years ago. Also, we find that in some of the educational pro-
grams the children are mudh more responsive to the contemporary
tnan the teachers are. We will prObably become more and more
involved with seminars-to educate educators in the arts. As a
specific example, Howard Boaturight, who is Dean of the Mimic
Sdhool at Syracuse University, discovered of those students
entering as music majors, out of the eighteen be polled, only
two had ever heard a live professional orchestra perform a, piece
of music. These were music majors! At some point along the line
somebody is not accepting a responsibility. I think perhaps, in
the visual arts, anyway, we tend to get too enmeshed in the his-
torical kind of academic aspects of the visual arts rather than
the vibrants, the chemistry, and the excitement of it. Artists
frequently are able to give this sense of excitement about the
arts in a way that a professor of art history never can. I was
distressed recently during a trip to the Metropolitan Museum of
Art, to see a little child about nine years old taking notes
about a wonderful Renaissance painting. At first I was terribly
impressed--he was just knee high--and he went on to the next
painting and took some more notes. Suddenly I realized that he
wasn't looking at the paintings. He was just taking information
off the labels. He was missing the whole purpose of the thing.

As for the future of the state arts councils movement, I
would guess that financially you will see something happening
with government concern for the arts very similar to that which
has happened in education within the last ten years. The in-
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creased attention will be as dramatic as that in education. I've
gone on record as making s. prediction of what the State Arts Coun-
cil budget will be in 1972, so I might as well tell you. NV pre-
diction is roughly $10,000,000--that's the New York State Arts
Council. Whether this is reflected or expanded throughout the
country I have no way of knowing. I would guess that some of
the state arts councils will survive and be tremendously imagine,.
tive in their programs and the indications already have been ex-
tremely promising. I think some of them will fall by the wayside
because of a lack of commitment at the chief executive level, whidh
is very important. The problem whidh we will face more and more,
both of us, is the dilemma, between arts versus education, or arts
and education. Can a professional artist be a good teacher?
Mist a teacher be a. professional artist? Where does one work
and the other take off? This is something we constantly face.
Again I go back to my emphasis on art first and the educative
aspect second. I'm rot sure that will always work. Al good

teacher is probably as much of an artist as a good choreographer.
The dbility to explain and convey the excitement of the arts
seems at this point to be something which an artist demonstrates
more readily perhaps than a teacher.

There are so many exceptions on both sides of the fence,
it would be very difficult to defend either part of the argument.
Artistically I think we will see less definition of specific
art forms; for example, the visual arts, theatre and music may all
codbine to involve the audience as part of the creative process
itself. As we become more surfeited with art products, with
something you hang on a wall, before too long were going to
run out of wells and there will be less and less necessity for a
kind of detached attitude about looking at something.

The feeling for involvement will probably increase. I think
this is more and more what we have to look forward to. I think
this is being brought about by this incredible visual bombardment.
I'm told that by the time a student graduates from high school
he will have seen something like 15,000 hours of television and
motion. pictures. The only other comparable segment of time is
the amount of time he spends sleeping. He will have spent some
10,800 hours in a classroom, and yet there are very few instances
of programs or projects underway, that I know of anyway, there
there is an attempt to provide some kind of visual discrimination
or critical analysis to this fantastic bodbardment of visual
images Which includes not only television and movies, but the
visual jungle of the urban environment.

The laissez fairs approadh to letting individuals create
their own musical environment hasn't worked well. Yet to impose
aesthetic standards and controls has as many pitfalls as it does
promises. / think the work that you are doing is incredibly
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exciting because you have a chance to educate and ehhance the
taste of indtviduals. If you lose the child you have lost the
man. I for one am terribly intrigued with the possibility of
providing a more enlightened audience for all of the arts.

There is a wonderful quote by Emerson to close things off.
/ was talking to one of the Council members at one time about
this &arson quote and he said: 'Yeah, my son called me up at
two o'clock in the morning from Oberlin College and I groggilly
heard this terribly angry voice on the other end of the line

"Ead, why didn't you ever tell me about EMerson?"' The
quote is: 'Beauty will not come at the call of a legislature
nor will it repeat in America its history in Greece. It will
come as always, unannounced, and spring up between the feet of
brave and honest men.'

Mr. Hightower's presentation was followyd by interaction resulting
from questions raised by seminar participants. One supervisor queried:
"Do you try to establiah any relationship in your wesent patrons at
the local level between exposure on the one hand and education on the
other?" Hightower replied: "Yes. The distinction really takes place
between the two programs I'vy mentioned, the educational presentations
on the one hand and professional performances on the other. Deually
the professional performances are strictly performance alone, nothing
else, and the educational presentations are much more instructional,
much more prefatory."

Another supervisor wondered whether all of the Council's projects
were "approved by some local agency submitting a project and then re-
viewed on the basis of merit, or does the Council initiate certain
projects?" "It varies," remarked Hightower, "primarily it is dependent
on the interest of the community. The mechanics of the professional
touring wogram, which / will go over briefly, are to receive appli-
cations from professional arts organizations all over the state. Then
we have a number of review panels which determine the qualifications
of ills various companies, organizations, and orchestras that are anm.
nounced as eligible for Council support. Then we make a list--a kind
of Chinese menu--of performing arts companies available to local com-
munities throughout the state. They in turn make a tentative arrange-
ment with the company to have a performance take place and then we
determine our support on the basis of that." Then this question was
raised: "Is it possible for a conpany to make the woposal or does
this have to come from music groups?" "It has to come from a commu-
nity organization," replied Hightower, "but occasionally we will set
up a contract directly, say with the Nerce-Cunningham Eance Company,
to spend a week within a community giving a series of performances as
well as master classes and discussions and lecture-demonstrations, etc.
The initiative is ours. We try to see whether or not there would be
any local community groups interested in having this type of week-long
residency take place. We're studiously opposed to the idea that you
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are going to be cultural whether you like it or not."

"What is your relationship with the State Supervisor of Mimic?"

was asked next. "It is rather loosely defined," answered Hightower,
"actually most of my personal, and therefore the Council's official
contact, has really been through Welter erewson, who is Associate

Commissioner for Curriculum and School Systems." New York's Supervi-
sor indicated a desire to amplify on this. He said: "The atmosphere

for the arts has so improved in our state that now the top people in
the State Education Departmeat have much more readily recognized the
value of the arts than has sometimes been the case in the past. There

is now a proposal being discussed within the education budget committee
fOr the initiation of a center on arts and humanities in which the art

and music supervisors are promised an exalted and elevated position of
chief of their respectbrebureaus. This has long been overdue, but I
would say the fact that it now has been proposed is greatly due to the
Arts Council and its efforts within the state and the Governor's efforts
to *prove the feeling of the relationship to the people of the State
of New York. A few minutes ago he said something very significant,
namely that this Council is separate from the State Education Depart-
ment. It is not that there is any line between us, because he comes
to the department occasionally and I in turn have a chance to work
with the Council frequently. But it's not like in same of your states
where the state supervisor may be the hub of it."

Still another supervisor queried: "Do you provide any kind of
technical assistance for local communities in their efforts to improve
quality and quantity?" "Yes, we do," said Hightower, "this comes under
this great, ill-defined technical assistance program which has been so
valuable. I'll give you a specific example. The Niagra Falls Symphony
Orchestra requested that I come up and talk to them about what kind of
support the State Arts Council was going to give them. When I got
there / took a look at the orchestra. They were suffering from a
deficit of $6,000 in a budget of $18,000 for the year. I then asked
why the conductor wasn't there. It turned out that he lived in Wilkes-
Barre, Pennsylvania. When I asked to be introduced to the manager, I
found they didn't have one. Then I inquired whether the orchestra was
a non...profit organization. They said it was and I indicated a desire to
see their tax exemption certificate. Well, it turned out that they had
been in operation for twenty-seven years and had never Applied for a
tax-exemption certificate. Then, asking the nunber of performances and
the size of the auditorium, I was informed it had 1,500 seats. I vas

told that about 500 attended each of the four performances. As a re-
sult we sent someone to give them legal advice on how to Apply for their
tax exemption certificate. In addition, ve sent a person on audience
development, just to increase the number of people to attend the perform-
ances, and another on organizational assistance. Now the Board of Di-
rectors really did not understand their responsibilities in a non-profit
situation. They didn't have any clearly defined ideas of the different
roles between the manager, the artistic director, and the Board of
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Directors. We were able to get a very top professional to give them
advice frmn a much more detached view than even an enlightened Board
member could have provided. For example, people like Lloyd Goodrich,
who is Director of the Whitney Museum, has been an occasional consult-
ant to us; Patricia McBride of the New York City Balet also went.
They are not attached to our staff but are working professionals--an
important point.

Still another supervisor asked: "Should the arts council group
sponsor the concerts regardless of who hears them, or should we spon-
sor them if they are in school?" Responding, Hightower said: "1 don't
think it makes any difference as long as they take place. Our attitude
has always been that we're much more interested in a situation where
live performances do not take place. Whet ve try to do is provide just
enough support to act as a teaser to get the school system or individual
school to set aside more of its budget in the future for an increased
program of performances."

Elaborating on this, New York's Supervisor stated: "We're trying
to encourage schools all over the state to came to Hew York City, for
instance, and spend a weekend attending Philharmonic concerts, the
operal and some other educational things that are available in this
city. But this is done partly through Title III funds, sometimes
from Title I for disadvantaged children, and so forth. And then, of
course, it's the other wszr--a twoaway street--where we're trying to
encourage Lincoln Center and other places that have performing arts to
come into the schools, and the State Education Department is acting in
liaison here. Last year, for instance, about 389 programs were spon-
sored or sdheduled through the State Education Department. This year
it is going to be over a thousand. We have a new center at Saratoga--
the Saratoga Performing Arts Center. Last summer the State Education
Department sponsored or advertised to the schools, through Commissioner
Crewson, that children were invited to come to afternoon matinees and
some rehearsals. As a result of that, more than 30,000 children came
in buses from all over the state. This is one way in which we're help-
ing the arts and the arts are belping us."

One supervisor expressed a concern lest administrators "in areas
that are not as enlightened as New York get the feeling that since they
haven't got the teadhers, the equipment and the money, they're going to
say, 'well, we're giving them music education.' This to me is something
to worry about. Do I have any reason for concern?" In response,
Hightower said: "Well, I think so. This is part of what I was talking
about before--the argument regarding whether or not there should be sep-
aration of the arts and education, and which is more important. I think
sometimes the educational aspects of the arts are yveremphasized so that
what you lose is the excitement of it." Commenting that some teachers
felt students were getting more enrichment than basics, a supervisor
observed: "amid teachers who are afraid that enrichment is getting
ahead of the basics should be very much concerned. The basics are
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getting behind: we've got to catch up. But the opportunity is here,

the atmosphere is improving.

Concerning a conflict of philosophy, one supervisor noted that in
his state: "There is a feeling that we should support very heavily, say
a concert for adults, that this is the audience that will already pay
to go to a concert, because it helps in cutting down the costs and
making a little more available for that limited audience that we already
have. On the other hand should we expend the greater financial effort
in trying to build wider audiences? How does the New York Council feel
about that?" Hightower answered that he was "strongly convinced in the
validity of the arts for a greater nuMber of people. I don't think it's
totally unhealthy that the arts are fadhionable and social and would
hate to think that that's all they are. I am firmly convinced that they
are not, because it wnuld appear that the rudest audiences in the State
of New York are those that attend the New York Philharmonic performances
on Thursday Night and the Metropolitan Opera performances on Mbnday
Night. If they're getting the message at all it's not doing much for
them. It's a chance to attend a kind of social situation. I don't think
that's bad though. I personally don't care for it but I think it does
influence a great many of the attitudes in the arts. As part of that
influence, if somebody is 'turned on' to the arts as a result of the
fact that he gets a tax rebate for buying a painting, I'm willing to
accept it even though his motives may not have been enlightened as I
went them."

Louisian's Assistant Mimic Supervisor observed that for many years
the New Orleans &Wholly has been sent out "to play concerts in the
schools in the afternoons'. These children have been prepared for one
week, preferably two, and taught by the classrcom teacher, not the
music teadher. They have listened to recordings, have studied the
composers, and know 4hat's going to take place. And then that night,
in the same city, the orchestra gives a regular adult performance."

In the ensuing discussion various opinions were expressed relative
to the need in the future for individuals to serve in an executive ca-
pacity with arts councils. The difficulty in obtaining individuals in
this capacity also was noted. To close the session the U.S. Office of
Education's Music Specialist asked whether everyone knew about "Com-
munity Arts Councils, Incorporated, which within the last year or so
established its first full-time professional office here in New York
City. They've had a recent change of name and are now called Associ-
ated Arts Councils, with headquarters at 1290 Avenue of the Americas,
here in New York City. Their Executive Secretary is Ralph Burgard."
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CHAPTER THREE

THE C37.17 MATE SCHOOL OFFICER AND MS
RruATIONSH1? TO THE STATE MUSIC SUPERVISOR

Just as no two individuals think and reatt in exactly the same
manner, no matter how intimate they may be, likewise no two state de-
partments 6f education function in precisely the sameway. There are
enough general principles which are common, however, so a represented-
tive from one specific state department of education could present
suggestions which would be beneficial to a supervisor of music from
any other state. Newly appointed state music supervisors normally
might be expected to gain the most from stith a, presentation, but the
"senior" supervisors, by learning how things are done in another state,
can either reinforce their own procedures or discover others which may
Appear to have a significance for them. The chief state sdhool officer,
or his designated deputy in a vertically-oriented administrative arrange-
ment, has a right to expect that certain policies will be implemented
by the state music supervisor. The state music supervisor, on the other
hand, looks to the chief state sdhool officer, or his deputy, for guide-
lines on policy.

It was with this thought in mind, namely the presentation of some
general concepts, that William H. Flaherty, Deputy Commissioner of Edu-
cation, State Department of Education, Hartford, Connecticut, Appeared
at the Seminar. Commissioner Flaharty's position paper, "The Cnief
State Sdhool Cfficer and His Relationship to the State Music Supervisor,"
follows:

I suppose same of you have heard of a project that the Chief
State Sdhool Officers are engaged in, having to do with completing
the history of state departments of education since 1900. If you
Levan% I can say such a history is being written and eadh state
will have a chapter to tell just how the department has grown and
how it has changed since the beginning of the century. I'm some-
what involved with this in our state and it's been most illumi-
nating to me to go back through many of the records which I'm
sure uo one has looked at since they were filed year after year,
beginning in 1900 and even before then, because I've uncovered
many interesting bits of information. They're interesting to me
and I simply will not bore you with them. I simply mention that
because I have noted certain trends and changes that have taken
place during this period of sixtj-fiye or so years.

In the beginning of this century the organization of a state
department of education was relatively simple as compared with
now. In Connectiaut, for instance, I cannot find that any more
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than perhaps less than ten professional staff members were em-
ployed. At the present time we have, I suppose, 150 in the
central- office and since we operate some schools, we have 900
professionals all together in our department. Particularly,
this growth has accelerated since 1950, and I like to think that
some of this has been brought about by some of the work of the
Chief State School Officers in meetings and exchanging informer.
tion and getting ideas as to just how a department should be
organized, what it's for, and the like.

I've noticed a second thing, that there's been a major change
in emphasis in the functions or the responsibility really of the
department during this period of time. And / think that the very
titles of the staff members illustrate this in a way that needs
no further explanation. in 1900 there were at least half of the
staff members, this yould be five or six people, who had the in-
teresting title of compelling agent 0 This changed to t'nspector
a little later, and then to supervisor, and some time in the early
1940's we changed to the title consultant. You can see the philos-
ophy that goes along with that. Now part of the acceleration very
recently has, of course, been due to the federal legislation--the
funds which have been made aerailable for use in state departments
of education. I'm thinking particularly of Title V and Title I.
We have, as every other state has done, added several staff members
in Title V because of this activity of Congress. I might say that
I believe there was no new area funded under Title V. I think we
used Title V to expand things that we had already-been doing. You
do know that Lloyd Schmidt is with us for the first time this year
and that his corning was not due to Title V. Ibis was a position
we'd been trying to have added to our staff for many years and we
were successful in setting the legislature to approve the where-
withal two years ago. We then filled the position last simmer.
The new positions really that we have, as I have said, are used
more for exuansion of other activities ouch as research and plan-
ning, and some of the subject matter areas.

In one of the bulletins of the Chief State School Officers
having to do with the organization of a state department of edu-
cation, there axe five or six general responsibilities listed.
These were developed quite a while ago--fifteen years or so ago--
but we haven't felt that there was any need to change them. So
I'd like very briefly to go through these five responsibilities
by way of orientation for th4s particular session.

One of the leadership responsibilities is in planning. And
in this, of course, is identification of needs, and determining
the purposes of the planning and devising the plan of operation.
We added two new people for this function and set up a separate
office of planning under Title V. The reason I say this is an
expansion is because I wouldn't want to admit that we hadn't
been doing some planning all the way along. But we have two
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people now who are charged with this specific responsibility--
it's their only responsibility.

A second leaderdhip responsibility is that of research to

help provide the necessary information for policies to be estab-

lished. I think this dhould be done as cooperatively as possible
with higher education institutions, with the school systems, of
course, and anyone who is available; also to encourage researdh

at the local level and to evaluate in a researdh situation the
innovations that are taking place.

The third responsibility, consultative services, is the crux
of the work, I think, of most of the consultants in state depart-
ments of education, namely working with all the people in the
state really--school systems first, but other groups as well, in
connection with the particular area of interest that the person
has. And I would say in connection with this, we view this con-
sultative service or activity as being just that--a type of lead-
erdhip activity and not at all of a regulatory nature enforcing
whatever laws might be in effect. Once in a while you cannot
draw a clear line of demarcation between this. Take, for instance,

in the industrial arts field. The state funds, through a special
grant, certain industrial arts activities, and our consultant in
the industrial arts must make the final recommendations to the
State Board of Education as to how much money will go to the
various districts throughout the state. And this in a sense is a
regulatory activity. But, shall I say, he does it cooperatively
with everybody in the state.

A fourth responsibility I call public understanding. It's
more than just public relations, it's trying to get a real under-
standing of what the department is doing. It has to do with all
staff members fond I thihk that ye must take the initiative in a
great many cases to break through with this understanding. But
certainly it should be emphasized that it's a two-way kind of
situation. WO hear from the field and we communicate with the
field. Incidentally, in this area we expanded under Title V and
added one new full-time position in communications, as we call
it in our organization of staff.

And then the fifth, and last, of these general responsibili-
ties is in-service education. I'm thinking here, of course, of
in-service education of the professionals in the sdhool systems
throughout the state. The in-service education of the state de-
partment members is another matter and dhouldn't be confused with
this, Well these are five of the general responsibilities whidh
we have identified and which I think seem to stand the test of
time pretty well.

I'm going to take a few minutes now to enlarge a bit on
these consultative functions or services, the activities that
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might be engaged in. I found a list of such activities that we
believe might be a part of the repertory of the music consultant,
because I have here the announcement of the vacancy of this
position, which I'm sure Lloyd Schmidt saw sometime or another
and he presumably read all of these items. There are about a dozen
different things hare which we sAy in meeting the responsibilities
of the music education consultant. He will be involved in such
activities as the following. They're all sort of obvious, but it
might be well just to put them in the record: working wtth local,
regional, amd statewide groups on special programs of in-service
education; the development of curricular umterials and the evalu-
ation of school programsthat's a nice one; working closely with
the professional associations of music education in the improve-
ment of school programs; planning and directing workghops and
conferences; attending professional meetings and participating
where appropriate; preparing reports on significant problems in
developing music education programs; outlining needed research
and attempting to see that it's carried on--and I've just added
here, and conducting it a little bit, too, in some instances.
I don't think we should be entirely separated frau researen activ-
ity; keeping abreast of the developments in music education and
interpreting these for others; writing articles and bulletins;
addressing professional organizations and lay groups; partici-
pating in the sehool eveluation program of the state department
of education; participating in staff planning sessions; reviewing,
vben requested, plans and specification for music education facil-
ities; and finally, being conversAnt with current professional
literature--dhall I say scores, mAybe? These axe some of the
things we think of in connection with all of our consultants, not
just music.

At the end of eadh year, we ask the consultants to write a
brief summary of their activities during the year. It's always
very interesting to see the emphasis whieh one consultant will
put on one or two items of this list and an entirely different
emphasis that others put on other items Which may be there. This
has not only to do with desires, but also we cannot be all things
to all pecTIe, experts in every one of these areas, so we natur-
ally try to do the things that we think we can do best.

For the last item I've headed my paper, "Operating Tech-
niques" of the really miscellaneous items. And they grow out
of the responsibilities which I mentioned, this list of activi-
ties Which may be engaged in to discharge these responsibilities.
I suppose that because I listed centain miscellaneous items these
are the ones that came to my attention first or that I think are
of perhaps a little more importance than some others that I might
have listed. Be that as it may, the first I've listed is the use
of one's time as a consultant. It so happens that it is one of
my responsibilities to approve out-of-state travel, We try to
strike a be/ance between what we term out-of-state travel aml
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inmstate travel. Assuming that all the in-state is being done
for the benefit of the people of the state, the outside travel
may or may not be, you see. This is probably the wrong point of
view, but we have other departments of government who look et
things a little bit differently sometimes from the way we do.
But we ask for a schedule, as nearly as a consultant can give it
to us, of out-of-state activities that are planned at the beginm
ning of each new session. Along about August or September we adk
for the out-cf-state travel plan. This doesn't mean that it can't
be charged in many ways, and it always is, but this gives us some-
thing that we can talk with other departments about and a tenta-
tive plan and the appropriate expenditure we're going to have,
and so on. It's not Aust.a;'matter of expenditure, but it is a
matter of the use of time. There are some folks in your depart-
ment and in our department who just love conferences. It doesn't
matter where they are, this is a very important thing to do. All
I think I'm saying here is that there should be a balance that a
consultant ahould think about in connection with the use of his
time for travelling; also in regard to what kinds of groups you work
with, or individuals--Which we're trying to get away from as mudh
as we can.

Going back to history again, there was a time when the one-
to-one relationship of a staff member in the repartment of Edu-
cation with a teacher was the mode, But more and more we're
getting away from that, and working local grows or regional
groups or statewide groups. In regard to large group meetings,
again we like to emphasize that we like the consultants to spend
their time in speaking to and involving themselves with groups
that extend over as large a cross section of the population as
possible, rather then taking the whole evening and speaking to
the Fourth Street PTA. But instead of that you would encourage
that city to have a citywide meeting where all the PTA's might
get this word, get this information and wisdom that you're im-
parting. The same way on a regional basis with principals and
superintendents in same caees, and the like. Well that's one,
and this use of time I think cf as being quite Important. EVery-
thing that I've said in connection with consultants I say right
back to myself, too, in the way in which I operate, even though
I can't always be as successful as I would hope.

In setting up visits and conferences I think that preplanning
is of utmost importance, Consulting with others in the department
who have visited the same system or have met with the same grovps,
getting information fram the superintendent if it's a school
system, or the president if it's an organization, about what tier
thoughts about music education are, what their particular slant

happens to be. Collect any materials that you think would be
valuable to leave with key people, trying to determine in advance,
but only tentatively, what some long-term goals mtgbt be as a
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result of your recommendations. Try to think of diagnosing some
of the problems which may haTT been communicated to you in some
way--the reason for yyur visit, the reason for your conference.
Try to think about possible ways of finding out just how it
happens that this turns up.

Then, very closely related to that, a third item has to do
with the follow-up visits and conferences. Quite frequently I'm
involved in a conference. We've had some in our state financed
under federal funds in the past year, where they've been excellent
one- or two-day conferences. We've had quite a bit of material in
advance and we mere all keyed up and we came away feeling what a
wonderful conference, but you know in some of those I bamen't
heard another thing since the conference closed--no real follow-up.
And I don't know whether you people in your departments follow
this policy or not, I don't think we do. We tried to and it was
a little bit too time consuming, but I still think it's worth
considering and seeing if there aren't some techniques which can
be used, such as filing in the department in some central loca-
tion a report of your activities, whether it's a visit to a school
system: or a conference that you, may have had with the principal--
elementary or secondary principals or the like. This would be
valuable for other consultants who are going to work with the same
group to examine and review before going out. Among other things
it would seem to enhance, sort of expounding the same philosophy
or giving the impression of being on the same state department
team rather than one going out oae day saying one thing and some-
body else going out and saying the complete opposite to the sane
grow. I'd be interested if any of you, have tried this and whether
you do find it successful, and just what your means are. Again,
keep this time factor constant, because if you spend so much time
on details, even keeping count of all these activities that you're
doing...you know, how many speedhes you make and so on, even that
to me is very time consuming and it has a limited amount of value.
I think it ought to be put in the right perspective.

The next item has to do with this philosophy of what I just
mentioned, the individual on the team. It's usually thought of
in terms of consultants being either generalists or specialists
and you've heard this I'm sure many, many times. There are some
people who believe that the generalist is what we should have on
the staffs of state departments of education.

This brings out the last of these items. The consultant Is a
representative of the state board of education or the state depart-
ment of education, as the case maybe. Most states have boards
now. They embody the state department of education when they ap-
pear in the state as a member of that department. How the consult-
ants operate in this situation determines, to a great extent, this
image of the state department of education that I spoke of earlier
in this list of responsibilities for the department. I sometimes
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hear disquieting rumors of how one consultant or mother has
really gone out there and just laid it on the line. Such a
person is not a consultant, he is a compelling agent. This
doesn't happen very often but once in a whIle it does.

In closing, there exe a few of Paul Mort's principles of
adotability that I cut some teeth on a few years ago that are
applicable and appropriate here. I need only to list these items
and not describe them. If these principles could. be thought of
by the consultants going cut and representing the department, I
think it might improve the situation all around. You might even
put these words on the inside of your windshield so you'll be
reminded of them once ia a while. This is what I did over in
the British Isles in October when I rented a car where the
driving is on the wrong side fcr us, so I put up there, "Keep
lett" where I could look at it. Bare are some of these prin-
ciples: judgraent; inmdence; stability, not all innovation;
flexibility; and responsibility. This is half of Mort's prin-
ciples but these are the ones which seem to app4 most to this
particular situation. Well these are things that occurred to
me as I was asked to come here to your coaerence this morning.
I'll be very pleased to hear any reactions to awthing I've said.
Or, if there are any questions you'd like to ask about some ways
in which we operate that I haven't covered? which you are interest-
ed in, I will be very happy to respond*

Following Commissioner Flaharty's remarks, questions were posed
from the floor. One atTervisor asked: "I wonder if you could get your
crystal ball and make a prediction as to the changing role of the con-
sultant, especielly now as the result of federal funds being channeled
through state departments of education. Consultants are being celled
upon in subject areas to make decisions that may be not consultative
in nature. When it comes to making a decision about the content of a
certain program, the state department coneultant can actually tarn
down a request of a local subdivision asking for funds because the con
sultant has seen that this may not be appropriate, according to his
interpretation of the lam. Maybe this is no longer a consultative
service, but going back to something else like supervision." "Well I
think that no one title, such as consultant," answered Flaherty, "will
probably define or give a clue as to what a person does in a. depart-
ment. But to have more than one title also is confusing. An example
of what you mention is in our office where we selanistar Title We
ham three or four full-time people there. Met of them are consultants.
We have also associate consultants, and service specialists, but these
do a different type cf work entirely. Now I'm sure that these people
do consultative work., I mean in advising in Title I programs and how
they're developed and so forth, tut there is the deo/sten. too, to be
made as to whether or not the money will be given. It's like this
industrial arts exargile that I gave. ells person must really wear two
hatsa consultative one and a regulatory one. Somehow or *mother, I
think the personality of the consultant has to be such that these two
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are not absolutely incompatible. I don't thiAk that you can just draw

a line. I think we've now gone through the greatest turmoil in coup

motion with this issue that you raised. I look forward in the future
to having fewer regulations in regard to specific grants, fewer regula,

tory activities to engage in. Of course, we've been asking for many,

many years, to have general educational grants, not specific ones. I

don't think people are giving up on this. As a matter of fact, a
number of people with whom I speak in the U.S. Office believe, philos-
ophically, in the general grant rather than the specific grant. So I
think as time goes on we're going to have fewer regulatory things as a
result of the federal activity. This is my hope anyway."

Queried another supervisor: "Will this necessarily then make it
more important that the consultant or supervisor, or whatever he's
called at the state level, be very visable and very viable in terms of
this general grant being used in his area? At this time we're getting
a little bit of music and art money from the Arts and Humanities and
other sources. If it comes to the general, it becomes evermore im-
portant that the state consultant and the chief state school officer
have every good rapport." Commissioner Flaherty then replied: "I

couldn't agree with you more, and it pained me no end that the NDEA
funds came out for science, mathematics, and foreign, languages. Now
that grant is being broadened to make it possible to cover almost all
the entire curriculum fielil since it was first enacted. I would hope
that this is the way the other thing will work out."

Wisconsin's State Music fterviscr raised the question: "I wonder
if you find this didhotomy taking place in your state department? Some
years ago, back in 1948 when I began in the State Education Eepartment
in Wisconsin, a specialist was expected to be a generalist, as you've
suggested here, and we were kept abreast cf general problems. We were
asked to function as generalists, as well as specialists, and this was
ell the way from visiting colleges for teacher education to activities
completely outside the special field. NOW we have added many special-
ists. FOr example, we have three men in driver education alone right
now. So what is heippening today is just the opposite. Hy job has
become highly specialized and it seems very difficult to maintain any
degree of generalization in education in this program at all. I think
there are some real dangers Ind harm in, this." Replied Flaherty: "I

think this is a part of acceleration in growth that I mentioned. We've
always, almost always, had specialists. We've had guidance specialists;
we've had school psydhologists on our staff siuce 1930--very specialized.
What has happened is that, taking pupil services, we are identifying so
many more disabilities, and the knowledge, you know, is bearing so on
individual segments that I think what you say is happening. But I don't
think that it dhould happen anymore now than it did before. It's just
more work that's needed in the departments to make these new people,
highly specialized though they may be, understand the entire school
situailion. They may not know what goes on in the classroam during the
mathematics period but just something to do with some specialty, like
driver education. I don't think we're going to be able to do the best
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job. But it is happening in our department and I think one or two of

the feedbacks that I got came from some of our new people. We haven't

done a good enough job, in-servicewise, in the couple of years that

they've been on to have them fully understand. We do have some meetings

of a general nature four times a year. We have what is called a Central

Office Education Association Meeting. We try to air general problems

so they'll be dble to get the philosophy. There are, of course, regu-

lar meetings of the bureaus, and the experienced members of the bureaus

do talk to the new ones, and so on. But I don't think that we've done

it sufficiently."

Noting that one of the strengths of his department was the result

of good communications, North Carolina's State Supervisor stated: q
have a daily run-down of everything I and my assistants do. Every

Monday morning we meet with the State Superintendent of PUblic Instruc-

tion--generalists and specialists in key positions, so called supervi-

sors. Then we meet again for other purposes with generalists. For

instance, a position paper on what we should do about the humanities

in the junior and senior high school will remain the position paper

until everyone understands. This communication, again, goes way back

to everybody's activities. If I wanted to go to Alamance County next

Mbnday, I would see what all State Department personnel have done in

that county this year or in the past years. TO me this is the welding

together of a faculty which is more efiective than without this."

In closing, Flaharty remar1ted: "Ndw, you mentioned communication.

I think it is important that we know a lot dbout what's going on, cer-

tainly dbout the important things. But let me say this. There are

same people in our department who feel very much perturbed if they see
something in the newspaper that happened in our conference and they

just have never heard anything about it. They think communications

have broken down. Actually no one person should feel that he has to
know about everything that's going on in the department. If you tried,

you'd be doing nothing but trying to find out what's going on. So

again, here's this balanced judgment kind of thing."



CHAFTER FOUR

ROLE AND SCOPE OF TEE
OFFICE OF STATE MUSIC SUPERVISOR

Not unexpectedly, the principal emphasis of the Seminar was
directed toward discovering ways in which state supervisors could
find answers to some of their most pressing problems. Those attend-
ing represented varying degrees of longevity in the position, from
some with several years of experience on the one hand to others
with only a few months in office. To fit the needs of the various
individuals and at the same time come to grips 741th as many problems
as possible, the Seminar wes organized to cover these four general
areas: duties and responsibilities; suggestions for newly appoint-
ed state supervisors of music; dissemination of current knowledge
of music teaching; and certification. Each of these will be
discussed separately in this chapter.

Duties and Res onsibilities

Undoubtedly one of the most important areas for the state su-
pervisor of music is that of defining his duties and responsibili-
ties. In same instances they are rather clearly delineated while
in others they are not. It may be recalled in the previous chapter
that Commissioner Flaherty, for example, recounted those activities
which were considered important for Connecticut.

MENC Vice President Paul Van Bodegraven, in his remarks at the
opening session of the Seminar, posed a question related to a pos-
sible responsibility which has not been undertaken in some states.
He recounted that people can keep updated through their professional
organizations. Consider the fact, he noted, "that not more than
50 percent of the music teadhers in the United States belong to
their professional organization. Possibly state music supervisors
will find a way of bringing these professionally deprived music
teadhers into contact with our professional organizations."

In a similar vein, Harold Arberg's initial remarks posed a
challenge to state music supervisors. He stated: "The role of the
states is becoming increasingly important, it seems to me, in making
effective whatever improvements all of us hope to bring about in the
field of music education and in education in general. The states
are going to have to be increasingly effecttve in carrying out these
programs."

The remarks of Howard Conant, also at the opening session,
likewise reflected a concern for the role of the state music super-
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visor in the future: namely that of greater cooperation with the
other arts. He presented a coordinated demonstration combining art,
music, and literature. His reading of Lawrence Ferlinghetti's
Pictures of the Gone World, Poem Number Five, was accompanied by
the Marne Byrd ensemble playing "Meditation" and "Yau and I," from

the album Bossa Nova Pflot Passaros, and illustrated by thirty color
slides of contemporary modern painting, sculpture, and "combines."

In his preliminary remarks to the presentation, Conant noted: "The

creative arts concept is being implemented in many parts of the
country, both at the college level, and state level, and in the sec-
ondary schools. If it is not already, I'm sure it will be implement-
ed at the elementary level also. The arts are no longer exclusively
the property, the responsibility, or concern of one of us in one
area, but they are rapidly becoming what we call total art. X be-

lieve that by coMbining the arts one does not diminish their impact.
Indeed, I feel that the impact is enhanced. I hope that you don't
consider it a disservice to music to listen to it while looking at
works of art. I find it indeed helpful and I hope that those of. you
who are concerned with literature, as I am, will not consider it
sacrilegious to have it accompanied by music and visual phenowena.
I think that these arts Share certain common qualities and that they
are mutually enhanced and that one can learn more about a given art

indirectly than if I were to, for example, present an illustration
of music and analyze it for you, which is a practice I very much
dislike. The same would be true of the slides if I were to point
out the proportions of the head, the body, and so on. I think this
is a rather lifeless way to approach the arts." Conant then ob.
served that the coordinated arts approach already was in effect in
the State Department of Education in Pennsylvania.

G. Lloyd Schultz, presiding chairman at the session at which
an insight into common problems faced by state sunervisors was
discussed, noted that he broke down his duties into eight areas of
responsibility, as follows: (1) consultative and advisory respon-
sibilities; (2) in-service and curriculum activities; (3) promotion-
al and public relations responsibilities; (4) selection and evalu-
ation of instructional materials and equipment; (5) research; (6)

administration and operational activities such as answering corre-
spondence, etc.; (r) professional development, aad; (8) teacher

education and certification, including private. He then noted some
problem areas that were a concern for him in his state, as follows:
(1) string instruction; (2) music history and theory as part of
performance instruction; (3) participation by boys in all phases of

music, but particularly vocal; (4) programed learning; (5) the use
of professional musicians and problems of certification for them;
(6) problems when dealing with federal projects; (7) the music
teacher's responsibility in community projectsthings vite
remote from school; (8) the place of Broadway musicals in the vocal
music curriculum; (9) the place of the general library, particular-
ly with Title II in the picture, in the music program; (10) the
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relationship of special to general supervision, and; (11) the relam

tionahip to other organizations which are trying to stimulate music
education; for example, that between the State Supervisor of Music

and the University Extension Mhsic Eepartment and such organizations

as the Federated Mhsic Clubs.

In the interaction which followed, problems of assisting in
the evaluation of Title I projects were aired. A, Midwestern super-

visor stated: "One of the biggest I have is trying to figure out
what they are going to do with what they ask fo ." Averred another:

"I think the problem is where you should put t e priority. Give

them guidance as to what type of program they want; that is, whether

they want something for all the children in building an elementary
music program, or whether it is for a performing organization." Ob-

served a third supervisor: "The real problem concerning Title I
projects is who writes the project at the local level. Oftentimes
these are a one-person project, written by a person who is remotely
removed from the music program." Montana's Supervisor remarked:
"Part of my salary is paid from Title I funds because I'm a field
consultant in this area. I help the local boards, the trustees,
the superintendents to write up their projects and then when I get
them back to the office I also evaluate them. This might account
for Montana's using 10 percent of their Title I funds in music."

Continuing the discussion relating to project evaluation,
another supervisor queried: "At the end of the project how are we
going to evaluate what was actually done? Because school districts
are being asked to provide reports." Replied a colleague: "The

Office of Education would like objective evaluation. For instance,
if a movie projector or a tape recorder is purdhased to use in a
music program, I inform the teadhers that they ought to make a
record of the number of times each one is used, and what it is used
for."

Broadening the scope of discussion, another supervisor re-
marked: "One of my concerns with Title I, and also with Title
is that in this matter of buying, let's say clarinets, within the
framework of a government-subsidized program, no thought has been
given to the maintenance of them." Stated another supervisor: "I

raised this point with the head of our Title I program and he said
he'd expect the schools to put their awn money into maintenance. I

see no reason why the funds would not include that if so much was
put in for maintenance." Remarked the U.S. Office's Music Special-
ist: "You should look into that as a possibility, because many of
the instrument manufacturers are saying that this is a problem and
it reaches over the country. They don't want to sell a lot of good
horns and then practically let them deteriorate. They want to hold
a national institute for training persons, particularly under the
possibilities of the Vocational Education Act. But these again are
state funds. It might be that a number of states could get together
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on a regional basis and train people to do this. One of the prob-
lems reported by Emil Serposs of Chicago and Louis Werson of Thila-

delphia is not a, basic problem of maintaining them but of storing

them. Sdhools many times are not equipped with adequate storage

facilities."

"Is there apy state Where less than 1 percent of Title I money
is used for music?" asked another supervisor. New York's Supervisor

noted: NE don't go very much over 1 percent because me have
$110,000,000 and were only able to spend $103,000,000. I was pleased
to hear one of the field chairmen of Title I admonidhing the admin-
istrators to turn in additional projects because the money wasn't
fully used up. He adked for more projects in the cultural arts. I

was pleased to have him in our corner because he's not a musician.
We have been trying to encourage music teachers through our state
music association journal, and through special memos from our office
to the music teachers, to try to get them to submit projects. Those
who have tried have been pleasantly durprised to find that their
projects were welcomed."

The discussion of evaluation was continued by an Eastern super-
visor with these words: "We've got to show in our evaluation section
of Title I that we're going to use a certain test before the project
is started, before they will approve it. We suggested a number of
achievement tests at the beginning of the year but they seem to be
out of print. Perhaps we should get companies to prepare some,
because the only way we'll get by in many states is with a good music
achievement test for the elementary grades." "There is one other
quick thing in evaluation that we ought to do more with," reminded
still another supervisor, "and that is to make attitude scales which
will be recognized as being almost as objective as the standardized
tests."

Another concept, or duty, of the state music supervisor
discussed was the nature of the developmental music program. A
Southern supervisor addressed himself to this problem by noting that
it should begin at the kindergarten or first grade level. He stated:

"In one district where there are no special teachers, a supervisor
goes out and works with the teadhers, and more music is resulting
from this than in some places where there are specialists. But the

elementary classroom teacher does not have enough time to do all the
things she is supposed to do. Mbre activities and more experiences

are continually being added. I/ she is really to get any kind of
relief, what 's needed is dbout one floating teacher for five class-
rooms. That about the only way you can get it because if the
classroom teacher has relief two times a week for music, or three
times, maybe twenty minutes--that probably is not enough. So I

would say that I think she does need relief but I don't think she
needs it at the expense of a music or art program. The modular
program is another phase. We've had that really within the music
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program since 1959. It is somewhat optional, but for accreditation-

purposes it is encouraged."

A provocative problem directly related to the state music su-

pervisor is that of required music in the secondary sdhools. New

York's Supervisor related that when he entered the State Education

Department seventeen years ago, there was a regulation on the books

for required music in grades 7 and 8 which was not enforced. He

stated that with the support of "my superior, the Director of Second-

ary Sdhool Education, we studied the statistics to see how mamy were

not meeting these requirements, and they were warned that within

five years they would have to meet these requirements or their state

aid would be reduced, from the secondary state aid to the elementary.

At that time the differential was eighty-elght dollars. This had a

tremendous impact very quickly. So back in 1957 another survey was

made and we found that there was almost 100 percent adherence to the

policy of requiring music in grades 7 aad 8. Later a memorandum was

sent to the schools indicating that no longer would music be evalua-

ted strictly on the number of periods per week, on the nuMber of

weeks per year, but rather on the over-all quality of the music pro-

gram in the junior high schools. This led to confusion on the part

of same schools. Some thought this meant flexibility and that they

could drop it. But throughout the state we've been able to maintain

almost 100 percent adherence to this requirement in grades 7 and 8.

We have two very strong systems in our state, one in a suburb of

Buffalo and another out on Long Island, where music is not required

in the 8th grade but is only an elective. We thought that this

might have an effect on the neighbors, but we have been pleasantly

surprised to find that it has not affected the neighboring schools.

Now I don't know whether we are behind the times in New York or

whether we are right in trying to hold the line in this one aspect.

I maintain that music is not good in the 7th and 8th grades simply

because it is required. I maintain that it's good if you have a

good program, well organized and well taught." Ohio's Supervisor

remarked: "Yours apparently is not a legislated curriculum. In

0h4o it's legislated but there is some question about flexibility

to give a student some choices in grade 8. But I've put it on the

line to eadh school that I've met with that they must meet that re-

quirement." In reply, the New Yorker said: "We are very much

opposed to legislating anything in the State of New York and we feel

that this would be a slap in the face for the State Education Depart-

ment. It is our feeling very strongly that we are in a better

position to understand requirements and recommendations curriculum..

wise, contentwise, hourwise, and all otherwise than are the legis-

lators." Wisconsin's Supervisor affirmed: "I'd say if you CaL get

by with retaining 7th and eth grade music, do so, because one of our

large school districts in Milwaukee took out 8th grade music and

then we were almost powerless to force the rest of the state to

retain it. A few schools have retained it, but I'd sgy you'd better

hold on to it if you can because it's awfully difficult once you
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lose it."

Discussion turned next to teadhing of theory and history along

with performance. Mississippi's Supervisor asked: "How do you get
teachers of music interested in teaching the theoretical and histor-

ical parts of music in performance groups, or even to a general
music class, or music in general education, for lack of a better
term? How do you prepare them for it? If they are already in the
field how are you going to get them spurred or enthusiastic about
this sort of thing? I've found in our state recently at in-service
workshops that are dealing with the elementary music, and in the
band field, and even in the dhoral field, that the teadhers are now
talking a little bit more about what they can do to really teach
music--something else besides performing. Here is a case in point.
About three weeks ago I was in one of our universities on a Saturday
where a new materials clinic was being held. TWo college bands were

playing this music for a reading session. One of the boys playing
there happened to be a cousin of mine who had been first chair
trumpet player in one of the better high sdhool bands and had been
a Boy Stater, so he really was a pretty good student. He is in

engineering, but he is playing in the band. He said to me, 'I wish

I bad time in college to take a class in music. You know, I don't

know anything about music. They just ts:dught me to play.' How do

we go about teadhing them more than just that?" Reported Iowa's

Supervisor: "I'm sure you are familiar with the one and only Insti-
tute built completely on music that was held at the University of
Iowa last year. We were able to use our Arts and Humanities money
to help six of our teachers who attended instigate a course of this
kind in the high schools in the fall. We took those six teachers
who already were enthused, matched their funds, and helped them get
the materials they needed. Also under the Arts and Humanities fund,
the University of Iowa had outlined a course of study, called Mimic
Literature, which contained not only an outline but also a lot of
written materials. We had listening tapes to be used by the individ-
ual students, classroom tapes to be used by the teachers, and trans-
parencies. So we helped them get these and the scores and reference
books to go along with tbem, We've had good cooperation from admin-
istrators. You'd be surprised how interested they are in this type
of course."

Another role for the state music supervisor was indicated to be
that of interesting young pecple in the teadhing of music and recruit-
ing them. Stated one supervisor: "I think it's time our professional
organizations did some recruiting. It has always been my personal
opinion that I would not tell a youngster to go into music education
unless he wanted to do it more than anything else in the world; but
I'm at the point where I think we've got to start eelling the profes-
sion to the high sdhool counselors and to our professional people in
the colleges. The jobs do exist and we've got to fill them or else
the program will fall flat."
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Continuing this discussion, New York's Supervisor remarked:
"I'd like to say a word about these two topics: encouraging recruit-
ment in high sch:,als and encouraging higher professional attitudes
among our music teadhers. On the first point, I've tried to point
out to teachers that if we're going to have people to follow us in
the music profession, we've got to select the best we can get from
our schools. I give them a little formula which I made up. It has
no statistical validity, but when I tell it to them they think I
must have gpent hours in arriving at this formula. I tell them that
unless they have in eadh senior class half the number of students
that they have music faculty in their whole system, they will not
have enough teachers to teach in that system later on. In other
words, if they now have eight teachers in that system, Ic...121 they
should have at least four in every senior class going into music.
This generally works out very well. Now I'd like to say a word about
the other sUbject. I think it is an important thing that we in our
positions exert every possible pressure in keeping our constituency
straight on the MENC office in Washington, its importance, and the
importance of belonging to MENC. I've pointed out constantly that
there is a difference in the quality between the school that nas
many members and the school that does not have. You can measure it,
it's so obvious. When I go to a school and the teachers don't even
know what the MEJ--the Mimic Educators Journal--is, and when I came
into a sdhool--now I've been in my state for seventeen years--and
meet a teadher, for instance, who's been there for eight years and
she comes over to me and says, 'How do you do. Who are you?' I
think to myrelf, I'm sorry that she doesn't know who I am, because I
have been to every state meeting and if She had been to a single state
meeting she would know who I was; but I don't tell her that. Rather,
I point out to people like her the advantages of the mother organiza-
tion. I would like to pass along one other point that I think is im-
portant. Since the dues went up, there are a lot of teachers who are
slower in paying them. We discovered that as of December 21 there
were a thousand teachers in our state who were members last year and
who hadn't paid their dues yet this year. Now we took the lists and
paused them out among the fifteen zone members, and told them to
contact every person individually who was a member last year and ask
him why he hadn't gotten his dues in, because he was holding us back."

Amestions for Newly Appointed
State Supervisors of Music

One of the most important phases of this Seminar was the op-
portunity for individuals who have recently been appointed to the
office of state music supervisor to learn, through interaction,
about successful procedures from their more experienced peers. In
other instances the reverse also apparently was true. For example,
on occasion a new supervisor has to learn to solve a problem quick-
ly and in his own way. He may have immediately reached a solution
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to a problem which has eluded a more experienced supervisor for some

time. As noted earlier in this report, the percentage of individuals

attending the Seminar who did not attend the Washington Conference

in 1965 was great, approximately 50 percent.

A specific session had been set aside in the Seminar program

entitled " 'How To' Suggestions for Newly Appointed State MUsic Su-

pervi5ors' but the discussion of this topic fortunately permeated
most of the Seminar. In organizing this specific session, G. Lloyd

Schultz, Madman of the National Council of the State Supervisors

of amid, had very wisely assigned a new supervisor to a more ex-

perienced peer for purposes of informal discussion to find out the

most pressing problems each one had. In many instances solutions
were readhed for the new supervisor as a result of the more experi-

enced supervisor's relating his experiences. In other instances

problems were presented from the floor. One new supervisor noted

that one of his principal problems was budgeting his time for the

various functions of his office. He said: "In the first four

months of my job I traveled 11,000 mdles. Maybe this is the answer."

Montana's Supervisor introduced Alabama's Assistant Supervisor

with these remarks: "One of the problems that exists for both Ala.

bama and Montana is the eternal problem of the six-period day and

the legislature mandating sUbject areas, something comparable to

what has happened in California. He informs me that physical edu-

cation now is mandated in Alabama for four years during high school.

It's only for two years in Montana, but many of the schools have

come up with a so-called 'solid' credit academic sUbject, and in

our state this means seventeen units. Same time during the high

sdhool youngster's career he has to pick up one extra 'solid.' Our

legislature is in session right now and a couple of education bills

have been introduced that would tend to mandate subject areas, and

I prObably should be back in Montana working in the legislature,

which I do. I think it's very important and part of my obligation."

"Speaking of unique situations," remarked Louisiana's Assistant

SUpervisor, "we've gotten through a one-hundred man citizens commit.

tee to study the entire sdhool curriculum and have come up with a

recommendation that schools have a seven-period day with the limita.

tion of five academics. If that is accepted as a basis, that will

help us."

Another new supervisor asked: "What priority of time for the

new music supervisor should be spent in administration and super-

vision? Ordinarily we say we are concerned with the improvements

of instruction; however, with the advent of Titles I and III and

evaluations, both state and regional, we have a responsibility as

far as administration is concerned with these, too. How much time

should we allot to the various areas?" In reply, New York's Asso-

ciate Supervisor said: "Our first indication of priorities would

come from the recruitment bulletin, published by the State Education
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Department, which is sent to all schools, and which tells about the

benefits of working in the State Education Department. Now in this

there is an over-all job description for the various positions that

are open, or the positions that an examination will be presented for.

A, person at the associate level will do field and curricu/um work

and offer assistance to school boards, superintendents and various

administrative officers. At the supervisor's level it is practically
the same, but this person is supposed to solve more complex problems.

Itr job description lists curriculum work, as I remeMber it, 30 per-

cent; supervision, 30 percent; office work, 20 percent; attendance

at meetings and conventions the rest of the time. Now when we get

down to the practical business things change a bit. We find that

there are first of all constants--we must do certain things. In

New York State we have what we now call CRS visits--Cooperative

Review Service. This is an attempt to offer a comprehensive type

of state supervision to school systems and to make this process

more democratic. For instance, when I fly comprehensive, I would

like to tell you that my colleagues and I have just completed an

evaluation of the city of Buffalo. Our total supervising time in

Buffalo was five weeks, although we were not all there at the same

time. We view this as a constant. We had to go there because this

has number-one priority and we were so informed by the Associate

Commissioner of Secondary and Elementary Education. Now there are

other constants that we put down on our calendar which can't be

tampered with. Other constants would be our state convention, our

state summer music reading clinic, a meeting such as this, and the

MENC meeting in Boston. Now there are other very important things

that might be termed constant, for instance, if we were invited to

them. Now you may say to yourself, 'How can I supervise? There

are so many things to do. I have so many things to do now I don't

even have time to get out to visit schools.' Well, you have got to

establidh priorities. Sometimes you will find this in the public

sehools, where there is a rnsic supervisor Who loves his pupils so

much that he teaches them In all of his free periods and never su-

pervises. We've got to establish priorities and say what is the

most important thing and do it that way. In general I think you

will find this: as your job expands you will need assistance and

when this comes, you be able to expand the offerings there."

Another new supervisor wanted "some suggestions about haw a

junior high guide should be developed. Should it be around concepts,

or horizontally or vertically, or what should the organization be?"

Reference was then made to the new New York State guide, Teaching

General Iftsic.1 Ohio's Sqpervisor added: "The Ohio MUsic Educators
IssociatiorEas just published a guide for the teaching of music in

grades 7 and 8. The cost is $1.50 and it may be ordered fram Wayne

Ramsey at Ohio State Uhiversity. He was chairman of the committee

Refer to the Bibliography.
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that worked on it. It's a very good teachers' guide, covering ma-

terials, etc. This is not the type of item that would be published

by a state department of education. It is entitled Ohio Music Edu-

cation AssociationA Guide to kaching General Musa7ffm

Connecticut's Supervisor, in defining his position, observed:

"In Connecticut there is a clear and consistent policy in calling

me a music consultant, not a supervisor. There are no regulatory

functions at all, no legislation, except for the fact that we act

as the evaluating agent for the New England Association in second-

ary school evaluations. This means a consultant is on call. The

telephone rings most frequently in the field of general. music. We

have a shortage of teachers in Connecticut and this is one of our

biggest problems." One of his compatriots, in discussing the "com-

prehensive music teacher," stated that the elementary classroom

teadher should *be able to teach the music by virtue of past ex-

perience, training, etc. and &law by virtue of an in-service pro-

gram that would keep him abreast of what's going on. Another

aspect of the comprehenstve music teacher deals with the secondary

music specialist who sometimes is so thoroughly specialized in the

activities of that specialization that he forgets that other types

of music exist and that he also belongs to the school system as

well as to his area of specialization. In addition, curriculum and

public relations work also are important. Curriculum seems to be a

continuing problem. One thing I think we can all do is call atten-

tior to what has been done in various counties. This could be very

effective."

West Virginia's Supervisor added: "We decided in West Virginia

that we would not have only a federal program but that we would have

a comprehensive education program so a county system.could use all

sgpporting sources, whether they were federal, state or local, to

improve educational programs. Of the fifty-five counties, we only

have about four or five which are not doing something with music.

So we feel at least they are involved, although we do need to devel-

ap strong local leaderehip. As part of this plan, it Ins required

that a county appoint a curriculum committee on music. In assisting

a county to develop a strong committee, it was found that quite

often the leaderehip was not mzilable at the county level because

of the inability to find a person who had a thorough understanding

of the total music program and who was sympathetic to all portions

of it. Where we have strong leadership locally, the programs are

very good. As part of our curriaulum study we are not going to

bypass continuing education, because we feel that with the develop-

ment of arts councils we must leave students with a knowledge of

how to go to the communities and develop arts programs at the com-

munity level. In consequence, our state curriculum committee and

state department of education are quite concerned about how we can

develop leadership in the arts at the local level."

Alabama's Supervisor caamented: "The development of general
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music courses is a very important thing if we're going to turn out
literate citizens. It's quite involved. I don't think anyone has
the entire answer to the thing. The way general music is presented
will vary according to the community and to the background of the
boys and girls, but it is the last time that some of them are going
to have an opportunity to participate in music. I've been very con-
cerned with it in our association, which we call The Association of
Alabama College NUsic Administrators, in other words, music depart-
ment beads, which I organized back in 1950. As far as I know we
haven't done too much in our colleges with real courses that point
the way toward some clearer thinking and preparation for our people
who are going out into the junior and senior high sdhools. In Alar
bama the courses are elective and carry full credit. We have a
feeling that the colleges should take the leadership there, so we
keep away from dictating the required courses as mudh as possible.
Sometimes I wish that we could do that but there always are, of
course, a certain number of people saying 'there ought to be a law'
Who are the ones in favor of it if it doesn't bother them. We do
require four semester hours of music preparation for elementary
teadhers and I think really the state colleges and universities re-
quire no less than twelve quarterhours, but we keep that at a mini-
mum. The time and preparation of the elementary teadhers, of course,
has changed. It's improving. However, in same ways this physical
education program has caused more trouble than 'Sputnik' ever did.
The great physical fitness program nationally has had a tremendous
effect on things. I don't know what the future of it is going to
be."

The Supervisor from Texas remarked: "Actually I have a bigger
problem in Texas than general music. We're about to go to the Cal-
ifornia situation of mandated Spaniah. Our state department has
recommended against it, but we can't rely on our legislature to
follow their recommendation. It is strictly 'hands off' as far as
I'm concerned, or any of the other subject specialists, in regard
to talking to members of the legislature. General music will prob-
ably be my next project. We just hired a young lady about three or
four weeks ago who is well respected across the state, and she has
stayed on the road in elementary music now probably half the time
since she's been on the job, vhich leaves me with everything from
grades 7 and up. There are so many problems connected with this
because music in our state is not emendated subject anyWhere from
grades 1 through 12. It is optional with the school and elective
with the student. I'm of the opinion that this is the cutoff point
for too many dhildren. 6th grade is the last music education many
of them ever receive. Next to band I suppose we have more children
in elementary music than in any other area in our state. But I'd
like to do something about this. It has become almost an obsession
with me because in cur bulletin on standards and accreditaticn,
general music is listed as a prerequisite for any of the performance
organizations, grades 9, 10, 11 and 12. And I have yet to find a
sdhool where general music is taught. Teachers for general music in



Texas are out of the question because of money and time. So I feel
that I'm going to have to go the old route of relying on my band
and choral men. Another thing, unless I have an enrollment of
10,000, I can't get a textbook for general music; if I don't have a
textbook I can't get an enrollment of 10,000." Offering a sugges-
tion, Ohio's Supervisor stated: "My predecessor, Edith Keller,
worked very closely with the Federated Mimic ClUbs and the Parent
Teacher Association long before there was a state board of educa-
tion in Ohio, to have those mothers, parents and others who could
influence the legislators, make it very positive that there was a
definite need for every child to have a general music education,
not general music, but a general music education. And that's the
line we're taking in the Ohio Mhsic Educators Association. I know
that is the line that is being taken by the Music Educators National
Conference, with all their materials to define what it means for a
child to be generally musically educated. Then get those parent or-
ganizations and others Who have the time, to get out and work to
make things come alive in their school. Any beginning shpervisor
will miss the boat if he doesn't get in contact with the people who
can cause things to happen."

Pennsylvania's Assistant Supervisor noted that "a great nudber
of problems we're discussing here did not face me when I came into
this position, because I was hired to be director of the Title V
projects designed to develop a curriculum for the senior high schools
in Pennsylvania that would be involved with the total arts concept
that Howard Conant referred to, that is, art, music, dance and
theatre in a senior.high school course. There were some problems in
the projects as well as some fine aspects. I was able to hire both
from the state and national levels people from all these phases of
the arts to assist in determining how this course should be struc-
tured and what should go into it, because there are very few areas
in the country that have thoroughly gone into the subject. Leon
Karel of Missouri is probably the pioneer in this area of allied
arts. The states are somewhat limited in this realm, although a
little has been done by some. So I was faced with the job and prob-
lem of finding the best reople who could advise us on what we
should do within the realm of the course. This was a problem because,
with funding, I had about five months to get something going and
spend about 'X' number of dollars--I think it was about $70,000--to
pay these consultants. I found that at first I was really afraid
of whether I would be able to get the kind of people who should be
coming in for the kind of money I could pay. But I solved the prob-
lem by rather fearlessly calling them on the telephone, speaking
person-to-person, and explaining the kind of thing we were trying
to do and asking them if they would be available during a week in
aine to come and discuss this problem and then perhaps form a com-
mittee which would function throughout this coming year. I was very
fortunate, and this mey say something to all of you--that sometimes
it's not the amount of money you are able to pay somebody, but the
kind of project that you're working on that will determine the kind



of people who will come. If I could drop a few names to show you
that these are not the caliber of people who come for, let's say,
sixty dollars a day, I was able to get R. Buckminister FUller, the
Renaissance man, who designed the dome for EXpo '67; Max Kaplan;
Bennett Reimer; Leon Karel; and Howard Conant. In addition there
was another group of people in theatre and dance. As a result of
this we got our feet on the ground, but this again began presenting
other problems. I also found out that when I ran into a problem on
how to write a contract for bringing people in, I had to go to vari-
ous areas in the state department to get the answers that I needed
to know. The answers were not to be found in one location."

Observed Pennsylvania's Supervisor: "Pennsylvania apparently
is the only state that requires 9th grade general music. In fact
some of our cities, notably Harrisburg, still have a 10th grade re-
quirement in general music. Because of this requirement there are
about 44,000 students in Pennsylvania taking general music in sec-
ondary sdhools. That means the preparation of a lot of teachers
who are general-music-oriented, and this creates a real problem
because we import very few teachers at our salary schedule."

Dissemination of. CtIrrent

Know1edg2 of Music 222011RE

TO the state supervisor of music logically falls the role of
disreminating information about music teaching. This individual is
in the unique position of knowing probably better than anyone else
what is going on musically in a state by virtue of his office and
his visits about the state. It was one of the objectives of the
Seminar to ascertain some of the most important ways to disseminate
information relative to music teaching.

Raymond Thigpen, who presided over the session devoted to the
dissemination of current knowledge relative to music teaching, noted
in his opening remarks: "I think one of the most important things
I've seen happen in South Cxfolina since the Elementary and Second-
ary Education Act was passedis that one of the requirements in
all of the projects is that some provision must be made for dissemi-
nation of information about the projects that have been funded.
I've seen sdhool men for the first time look at themselves and
others and ask, 'Why do we have to disseminate information?' And
I've seen some of them try to decide whether or not the local paper
could carry an account, or whether a few interviews could be tele-
vised, or maybe an article carried in a statewide publication or
magazine that goes to all schools. I think we've all realized in
this process of trying to put out information concerning current
practices in our schools, that we have separated ourselves from the
public as well as from our own profession. We have not called at-
tention to those things that would help us to upgrade the quality
of instruction as well as arouse public interest and support for
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the kinds of things that we should be doing. I can see a healthy
awakening on the part of the parents and sdhool boards who are
beginning to look and see what's being done in various parts of the
state, and it has brought about a great deal of support in my area
of work, especially under Title III projects. I think I've told
some of you this story about the first time we put in for a Title

III project, that I had set wheels in motion to inform the finest
reporter, the arts editor of our state newspaper, vhat we were about
to do; and I had called together the organizations that were inter-
ested in participating in a festival of performing arts and we had
pictures of ballet dancers, a full picture of a symphony ordhestra,
and a concert baritone. We had this press prepared with a full-
page story before we ever got approval of the project. We had pre-
pared 125 copies of a Title III project, showing what it looks like
and how it was written. On the morning after we were notified from
Washington that it had been approvedthe following day was a Sun-
daythe press carried a full-page story which went all over the
state. The ova picture that I had most prominent was that of the
sdhool superintendent, who approved of this kind of project. It

just so happened that this sdhool superintendent was one of the
most influential superintendents among the school administrators,
and he was an ex-football coadh. So although I did all the work
and the writing, still the impact of that made parents and members
of music clubs all over the state say, 'If they can do that there,
why don't we do it here?' When we can get the public concerned in
apy way about education, so that they want to do better things and
the kinds of things that we think are exemplary, I think we're
making a step forward. Sometimes in the past we have thought about
the dissemination of information as a letter or memorandum fram our
oefice to the music teacher. In most states there is the medium of
the state music educators magazine which can be used. One of the
things that has been beneficial to our state department in South
Carolina is the education emphasis program that goes to eighty-six
radio stations in the state. EVery time I can get a dhance for my
three minutes on that, to say something about music in the schools,

I've done it. I have with me Dr. Alex Raley, who 1.6 Supervisor of
Music for the ColUthbia City schools. He will give you some sug-
gestions relative to the state muaic educators journal.".

Alex Raley then stated: "I don't think I need to tell you that
some of the teachers in your state only read probably the MENC Jour-
nal and your state magazine, maybe the state educators journal if
they happen to get that. There'll always be those who are energetic
and will get the ivformation whether you like it or not. They'll
come beat your door down to get it. Then there are those who just
simply won't get it if you don't put it right in front of them. I

happen to get copies of the state magazines fram all over the United
States. One of the things that strikes me is that I can flip through
eadh magazine and feel that / have read it, and the reason is that
we get releases from all over the country. I read the releases when
I get them so the contents of these releases are familiar to me. In

144



very few of the states--I won't say which ones right now--is there
any considerable amount of information from the state department;
that includes South Carolina. Yet a state supervisor who fails to
put something in the state journal is missing one of the avenues
that is most direct for the teachers who do read the magazine. I
have a friend who was the orchestra review man for the DB22 in New
Jersey the years I taught there. He got to feeling no one ever read
those reviews. So one day when in a very jolly mood, I guess, he
concocted his own orchestra piece, written by several different men
who happened to be music educators around the state. It was a rather
motley composition that called for all kinds of bell ringers from
the physical education department and this kind of thing. He got a
bigger response from that than anything the magazine had received.
The teachers, in other words, did read it and this was about the
fourth item of the orchestra numbers that he was reviewing in all
seriousness. As a challenge to you, use your magazine. Don't just
simply have a little article about something whidh is merely chit
chat. A. bit of chit chat to get their interest is fine, but go from
that interest to something that you can suggest to help them out in
the classroom."

Ideas for more effectively disseminating information were then
presented. One supervisor noted: "1 think we should disseminate
information in our state journals regarding statistical data--the
number of teachers in a certain area, say the college level. Then
in ten years this can be referred back to, statistical data of the
kind that evidences growth." Another concept was stressed by Penn-
sylvania's Assistant Supervisor: "I'm in the process of developing
a filmstrip, tape recording compact method of the project involved
in this whole fine arts work. It seems to me that if this is done
professionally I can &Ind it out and have it used by anyone, and I
can prebably get as much person-to-person dissemination by this
technique as by relying on someone reading it. We might explore
more of this kind of dissemination." A. Western ftervisor said:
"One vay we disseminate information is what we call curriculum con-
fetences throughout the state. These are for administrators and
staff and we present new ideas about music. We covered over 800
administrators this past three weeks."

The presiding officer queried: "I wonder if in most of our
states there is some provision made by your office that calls
college music educators' attention to what's being done in the
public sdhools of your state? Do you have this kind of dtalogue
going on?" Replies fram delegates indicated that there was not much.
He continued: "We worked with college music administrators regarding
the sending out of a questionnaire to all music teachers in the state,
asking them how adequately they thought they were prepared in terms
of specifics for the job they were doing. Colleges were concerned
with sudh things as more hours in literature of music, history of
music, theory, ensembles, etc. They were asked seven or eight
questions such as: 'Do you feel that you were properly prepared in
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the area of practice teaching?' 'Did you fully understand What your
role would in as far as your relationdhip to the total school cur-
riculum?' 'Your relationdhip to the community?"Your relationdhip
to other faculty members in your school?"Were you prepared in
using the newer media for teaching?"

Wisconsin's Supervisor said: "About three years ago we started
to meet with the administrators of the music departments of the
twenty-seven colleges and universities in the state. Two years ago
we selected a committee under the leadership of Dr. Stanley Linton
and developed this document called "The Preparation of the Htgh
Sdhool Students for College Entrance." This is going out to admin-
istrators and guidance directors in the state and gets rather specif-
ic. For example, it spells out an ability to hear. It's nothing
profound--major and minor mode, intervals within the major and minor
scale, performance skill, musical sensitivity and playing an instru-
ment, etc. Then it goes into such areas as the minimum curriculum
offerings recommended for high school, the accreditation of high
school music courses, courses from the college standpoint. It is
the first type of unity we've had between colleges and public
sdhools on accreditation and what the minimum program should be."
A recent appointee remarked: "Perhaps the most profitable informa.
tion that comes to me has been in the various bulletins and circulars
from other state supervisors. I'd like to hope that they would keep
coming in greater quanttty. When we get in a position to reciprocate
I have that right on top of my list. These items, although they may
seem to be of very local and parochial nature, are very useful."

Ttnaning to a related problem, Pennsylvania's Supervisor noted:
"One of the problems that I faced When I first came to the position
was that I didn't know who I was dealing with. Maybe some of the
new people have the same problem. I know that Mississippi and
Florida don't because they have very fine directories. Last spring
I didn't know whether I had fifteen teachers or 15,000. I found
out that I have about 2,400 and was rather disappointed. We were
able to obtain reports from the secondary schools and compiled them
in rough copy and sent them to each of the schools asking them to
correct the sheet and send it back. As of the moment out of over
800 school districts all but eleven have sent them back, which we
consider good. We called those eleven schools on the phone and
found them most pleasant--said they forgot it, but one superintend-
ent said it wasn't any of our business because all we were going to
do was hire his teachers. We will be publishing soon, for the first
tima in our state, a directory of art and music teachers, which will
be accurate as of now. We hope to keep it up-to-date." Various
other supervisors told about their procedures for preparing lists
of music teachers. Questioning the feasibility of Dreparing these
rosters, one supervisor remarked: "I'm deluged with many requests
from various sources, and I qaestion the ethics of having a list
available and sending everybody's name to everybody who sends in
and asks for it. I think some place somebody has to draw the line
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on where we send the lists."

Referring to another kind or information, Mississippi's Super-

visor asked: "How many of you gather each year a list of all the

music graduates from all the colleges in your state? We do and send

this to superintendents, indicating their specialized teaching fields

and even sometimes if they state a specific location. Many superin-

tendents ask for this. MY office sends a letter to all graduates

and informs them that they've been educated in the schools of Missis-

sippi and we hope that they'll feel that they should stay. I didn't

even know how many of them read it, but one boy called me and said,

'Have you got a job for me? I have just gotten your letter and I am

ready to stay in the state."

Discussion then turned to state music conferences for music

personnel, sponsored by a state department of education. Wisconsin's

Supervisor reported: "In September we held one for directors of

music in first, second, and third class cit es. That was one of the

most successful conferences we've ever held. Alfred Bleckschmidt

deserves the credit as far as thinking of this conference is con-

cerned. It was one of the most valuable things that we've done. I

recommend it very highly." Another asked: "Are there any states

that underwrite expenses for those conferences, that is, per diem

and travel?" Washington's Supervisor stated: "We have two days set

aside for all teachers as part of the regular contracted year. They

are on Friday. We schedule conferences in all sUbject areas through-

out the state. They get reiMbursed for their time." Added Georgia's

Supervisor: "The first thirty teachers Who sign up for a very inten-

sive in-service program will have everything paid for. This is to

improve the quality of special music instruction in some parts of

our state." The Supervisor from Massachusetts stated: "we set up

a special conference for e ementary music specialists on a Saturday.

This will be extended to junior high, because most of them are

unable to attend the MNEA. A, letter ia sent by the Commissioner of

Education to all superintendents of schools urging them to allow

their music specialists to attend because they do not attend any

other conferences. This is our way to get elementary people out and

to disseminate mew practices, things that we see going on in the

state that are fine. Otherwise they would not be able to attend a

conference."

One supervisor asked whether the U.S. Office had agy way to

sift out ESEA titles proposing music. Replied Harold Arberg: "This

is a problem with all the titles, particularly Titles I and V. The

titles were laundhed originally with some guidelines issued from the

Office of Education. Then the states under Title V were required

to submit a list of priorities as to how they would strengthen their

educational systems. If they met with the general aims of the title,

the states were left largely to their own devices. I have gone to

the Title V Office and reviewed some of these proposals. Vermont, a

state which is not represeeGed here, had one of the most far-readhing
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concepts of an arts program of any we have read. They proposed a

complete program for the arts, and staffing at the state level not

only in music, but theatre, dance, and poetry across the board.

But, we don't have machinery at the present time. Someone should

act for the Council who would undertake to get this from the states.

This is the only way you can do this."

In regard to another type of dissemination of information, one
supervisor asked: "Is there any way that eadh one of us could send
everybody else the certification bulletin now in effect? We've

never done that." Gene Mbrlan then volunteered: "If you can get
together: each of you, a quantity sufficient to cover the group and

send them to the office, we'll make them up in packets and send them
out to each of you."

Several of the new state supervisors expressed gratitude for
the materials that had been sent to them by other state supervisors.
One of them said: "Anything and everything that you have sent has
been, helpful and after being at this meeting I feel that I'm going
to put every person in this room on my mailing list, so what comes
out of our office will arrive in yours, also. I wish that every-

body would exchange materials llke this. It would be helpful to
know what's going out of your offices in the way of publications,
to know whether we're heading in the right direction or not."
Another one added: "The publications of MEM, especially the re-
cent source book and even more particularly Music in General Educa-
tionSare the kinds of useful materials that we ought to encourage.
I think this will make people aware of the values of being a member
of the association and see what the organization does. Going back
to a point we discussed earlier, about teacher preparation, I wonder
if perhaps we could make the suggestion that because of the recent
appointment of a public relations person at our headquarters office,
that person might survey at least the state supervisors of music and
that we in turn might take some informal survey or straw indication
of what the job market is like ia our locations. Maybe we could
thtm come up with same kind of indication that there really is a
trend in the direction ot more jobs than available personnel in
music. This is true in the instrumental field, whidh I didn't think
would happen. It was amarent to me either that instrumental teach-
ers travel a lot or are always changing jobs, or else that there
really were more of them available than there were jobs."

Noting a new type of training progrom, the Supervisor from
Kansas stated: "One of our junior colleges is putting in a new
course in musical merdhandising that we think is going to be help-
ful. The peo;le wto are going to be selling instruments will have
same training in playing them and understanding the problems as well
as just being salesmen--in addition to having salesmanship courses,
of course."

2
See RLbliography.
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Taming to another area, Harold Arberg said: "When I first
went to the Office I found that they published an annual directory
called 'Earned Degrees Conferred.' This is about two years behind
because it takes over a year to get the data in from the states
and another year to get it collated and pudhed through GPO. I was

concerned with the percentage of degrees conferred in the field of

music, so I did make a five-year study of these, The percentage

total of degrees conferred in music, while increasing in music edu-

cation versus sacred music or music, over-all is decreasing. We're

losing ground in the total number of degrees at all levels, bache-
lor's, nester's, and at the doctoral level. So I think it is self-

evident that we need to make a recruiting pitch. The second thing
that occurs to me--I spoke to you in terms of Title I people going
iato administration--there is with the emergence of arts councils

and the emergence of local organizations now, a whole new field

opening up in the managament of these organizations that colleges
and sdhool systems have done for years, and done well, but is now
having to be taken up at the community and state level, and there
is a need there. We're doing some preliminary studies for the
possible development of curricula here, especially for training arts
administrators and management. While they night not become teadhers
of music, they won't be lost entirely,"

Returning to public relations, one supervisor observed: "I

think it would be wonderful if some time we could devote at least a
full day to discussing what we could do on a nationwide scale in the
way of public relations and presenting an image of music education
in the way that physical education has presented itself to the
public. Children reed to be receiving a general education in music
and then we ought in some way to be telling what that means, if
possible doing it pictorially and visually as well as in brochures.
Trying to plan some kind of wholesale attack on this problem that
seems to be very greatly ours, and widespread, is important."
Another remarked: "You know these public service announcements on
TV, ten-second spots and so forth? If we could get that sort of
thtng for music and music education it would be tremendous." To
close this discussion, Arizona's Supervisor reported: "We're doing
this on a very limited basis in Arizona. We have a Title III project
which takes music into the schools, similar to the Washington project,
and same school systems will now accept these programs because they
are supported by government monies. So our Arizona Music Educators
Association took it upon themselves to have spot announcements on
television: 'Are your children receiving free concerts in sdhool?
If not, contact your superintendent. They are available.' This
has happened in the last three weeks and the results already are
evident."

Certification

The state supervisor of music probably is involved more direct-
ly in matters of certification for music teachers than any other
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person in the state education department, especially from the stand-

point of specifics. Patterns and concepts of certification continu-

ally change. Thus the state supervisor usually finds himself the

key individual in situations such as this. Among the states which

are in the process of revising state certification requirements is

Ohio. Nhrjorie Malone Coakley: Sgpervisor of Music for Ohio, dis-

cussed the impending changes at the Seminar. Her remarks follow:

We believe that it takes time to accomplish anything well,

and we are taking the time that's necessary and allowing our-

selves opportunities for maturing along the way. We have an

opportunity to change our minds as we go along, to finally come

out with something which is more adequate in the way of certi-

fication requirements than we do have at this time. If I were

to label my talk it would be "The Competency of the Music Teach-

er for Teaching and Certification." I really would like an op-

portunity to exdhange ideas with you because I believe each of

us stands to gain fram an exchange of ideas and I do know from

the conversations so far that most of you do have a concern

about teac:Ler eaacation and certification.

First of all, in Ohio, we had a request from the certi-

fication division, Which is mandated by the state legislature,

to certify teachers in Ohio. The request was to the Division

of Elementary mid Secondary Education, in Which I work, to

make any recommendations which we felt were appropriate for

changes in teacher education and certification in music for

the State of Ohio. Historically the certification division

has asked the heads of college music departments, certain

ones at least, to meet and define what is necessary in the

way of hours to be completed in order to be certified to

teach music in Ohio schools. The emphaois being on the fact

that the higher education group has made the certificaticn

requirements, not some persons who were unqualified to do

so--the most qualified persons have already been active in

determining that the certification standards are, There

are four certification programs which are available to Obio

prospective teadhers. (Refer to Figure 1.)

program Mhsic Hours Required

Music Specialist

High Sdhool Certificate
Validated for Music

50

Elementary School Certificate
Validated for Music 18

Elementary Classroom Teacher
Music Requirement 4

Figure 1
Ohio Music Certification ImuEL
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First of all, certification has a general specialist,

and in addition to the general and professional education of

the student, he has a special education in music Which is

contained in a fifty-:hour music program. And if you'd like

to hear wbat those hours are, we can talk About that later.

There's an opportunity for a person who has a high school

certificate to have it validated to teadh music on the basis

of a twenty-four-hour college minor in, music. These hours

are spelled out, An elementary school certificate holder

can have it validated, to teach music in the elementary

schools only, on an eighteep-hour minor music education

program. All elementary classroom teachers, to be fully

certified, must have four hours in. music.

After we bad been requested by the certification divi-

sion to make same recommendations: because Apparently there

were some misunderstandings and dissatisfactions with certi-

fication, we decided that weld just have to see what needed

to be done apd who should work on this and how we could came

up with those recommendations. First of all we turned to some

statewide surveys that had been made by the Division of Ele-

mentary and Secondary Education and the OMEA, with which I

work very closely on practically everything in the way of

determining any policies that are followed by and adopted by

music educators. Some of the things that we found in these

surveys were as follaws: classroom teachers are being asked

to assume responsibility for teaching music: with supervision

present occasionally, but with a great deal being left to

them; music teadhers, through their professional organization

and by their administrators: and by parents and so on, are

being expected to do more teadhing of mmsic through perform-

ance; and, general music education has been supported by the

State Department of Education for every student ia Ohio

schools. This requirement of a general music education for

all students, and then supplying the teadhers who can and

who wish to accomplish it: presents something of a Problem

that we need to be wozking on. The use of new media for

teaching, certainly the encouragement of the relatedness in

the arts amd humanities core classes, and things of that sort

that are springing up all over Ohio in various schools, flex-

ibility in scheduling, use of TV for teadhing, and so on,

were areas of concern that seemed to indicate that the music

education program for the prospective music teacher needed

some rethinking and possibly some changing, or new require-

ments for certification. We haven't really come to the

place where we've made any recommendations at this time.

We're still studying what they should be.

First of all, then, after seeing what the conditions

seem to be in Ohio, we tried to see which people should be

invaved in this. We realize that a teacher is produced not
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just in his college years, but that the high school and even

the elementary school background of that student play a great

pert. His teaching by special applied teachers outside the

school is important, as is his inp,service education after he

goes on the job, and his association with his professional

organizations. All of these kinds of activities contribute
to the effectiveness of the teacher. So we want to think of

this as a cooperative study of all the people who do produce

this efZective teacher, and a study which would be partici-
pated in by high school, elementary and college teachers, su-
pervisors who work with teachers in-service, and certainly
involving very heavily those in the professional organizations.
We thought that it was a necessity to identify and study cer-

tain, problems.

One of the problems was the variation in interpretation
of the current certification standards. For example, we have
one requirement which is for functional piano. I don't know

if that means anything to yo.. It doesn't seem to mean too
much to a lot of people vihen they've begun to look at it and
interpret it. What is really meant by that is functional
pianists. Tb have a two-hour requirement in this was very
disturbing to many people--applied music teachers at the col-

lege level. But it just simply was interpreted so maw ways
and in some cases it was left out entirely unless under a
eifferent category.

Another thing we needed to know was Which of these com-
petencies are essential for the music teacher in today's work
at the various levels and with the various responsibilities
that music teachers have. The third thing we needed to know
was Which of these competencies should be guaranteed by certi-
fication requirements. How much flexibility do we need to
leave after we write these certification requirements, what-
ever they may be? Hbw much flexibility should there be in
the interpretation? And a fourth thing we wanted to know was
where there are innovative practices going on and what things
we could be learning from one another if we go into this co-
operative study to determine what's going on in music teacher
education today.

At present I'm the only one in music, but the State De-
partment of Education maintains a very close association with
the Ohio Music Educators Association. In this group of prof-
fessional people there are a number of committees at work at
all times. There are committees in research, curriculum, and
in elementary, secondary and higher education levels. All of
these different groups were called upon to act somewhat as
task forces to ccme up with the answers to these questions
that we have just posed. Mary Tblbert was made co-chairman
of this woject. She is at Ohio State University and was

52



chosen by the Ohio Mhsic Educators Association to work with
the state department on this project. What have we done so
far? This is what I would like to tell you.

First of all we sent out questionnaires to the heads of
music departments throughout Ohio colleges and asked them
how they were interpreting the certification requirements.
It was most interesting to read the replies. The nuMber of
hours varied in the music specialist program fran fifty to
seventy-four. Row I probably should digress right here
long enough to say that most of our work so far has been
with the music specialist program and with the program of
music for the elementary classroom teacher. We brought
those heads of music departments together in Columbus, which
makes it about 150 miles for anyone to drive from any corner
of the state at the most. There we discussed their under-
standing of these requirements and what they felt Should be
changed. So we went to the persons who were responsible for
carrying out th6 directions of the certification division
for it. We went to others later. We found that there was
amide divergence in their interpretations of what these
standards meant. There was a feeling among many that they
didn't know where they came from in the first place. So
this was my duty: to let them in on the secret that heads
of music departments had set up these certification require-
ments in the first place, and from then on it was quite a
lot easier for us to work and talk about what they meant
and what champs needed to come about and so on. Then we
began to talk about haw we would define or how we would set
this up as content, what these certification requirements
would mean when translated into what the student learns or
how he becomes competent through completing these hours.

Right from the beginning, two big questions arose and
they have permeated what we have done throughout. One of
them was this. Are we going to talk about quantity or are
we going to talk about quality? Or can we talk dbout both?
The big impression et first is always to say we need more
hours, but in our first conference we put a line through
that idea to a certain extent, because we felt that if we
just talked about more hours it would become something
that has to be involved with power to pressure, and trying
to get things done one way or the other, possibly by subter-
fuge. We felt that it was important to deal openly and in-
telligently and to talk about what the teacher needs to
learn. Then if it takes more hours, we must recommend more
hours. But if it doesn't take more hours, then it would be
rather ridiculous to keep insisting on more hours. But if
we don't go to mcre hours, then it probably means that we
have to change the way in which we do things. Perhaps we
need to change ways of teadhing and cut out some of the
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content that's no longer relevant.

Another question that haunted us throughout, and it

keeps recurring and I heard it come up here in our discus-

sions, is are we educating a generalist or a specialist?

Now I believe that throughout this study we have restricted

the idea that we are producing--trying to produce--a
generalist-specialist, a person who has a broad, general

music education that makes him a person who can communicate

with all other music educators, a good, sound general edu-

cation that makes him able to communicate with the general

public, with the administrative forces in the sdhool, with

his co-oworkers wherever he may be, and also with his students,

who are certain4 generally educated people, or are trying

to become them. So first of all we went to assume that

broad, general base. This is what the heads of music depart-
ments were trying to do twenty or so years ago when they

determined what things should be included in the specialist

program, They said fourteen hours of applied music--twelve

or fourtoen--and ten or twelve of theory, This ghould be

the minimum amount. They wanted at least four hours of
music history; at least two of functional piano, at least

four of performance in various kinds of groups; at least

two of conducting; at least two of class voice; at least

six of instrumental music; and at least six of music methods.

Now as we have proceeded in this study, we've changed

those labels so that they would mean more. We've tried to

translate, as a group, into more meaningful language what

it means when you talk about music theory, applied music,

and so on. And we've got to translate that so that it is

for the purpose of teaching in the publ;c schools and in

the colleges.

We had a statewide conference to which 106 participants

came without any pay. The chairmen of this study, Mary Tol-
bert and myself, and the president of the Ohio MUsic Educe,-

tors Association and a number of other persons who are loca-
ted there in Columbus; prepared a digest of the literature
that we could find. MUch of this was based on the writings
developed by the Music Educators National Conference in
Source Book 11,3 and materials that applied to the educa-
Trar5frstrteachers. We sent this to all participants
long in advance of the conference and insisted that they
haw it ready for discussion when they arrived. Then the

committees were formed under five headings. (See figure 2.)

Out of the 106 people, we had one group that was to make

".11I
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recommendations on the basis of several things. The first

area concerned historical expectations for the music teadher,

what we should require under the heading of Mimic Literature--

Cultures, rather than the old requirements of music history

or music literature, or whatever it would have been called.

We felt the student needed to know more about literature

and cultures because humanities are releted to so many more

areas in addition to music.

Music Literature--Cultures (history)

Basic Musicianship (theory)

Performance Competency for Teadhing (applied music)

Educational Insights and Tedhniques (methods)

Music for the Classroom Teacher

Figure 2

Music Competencies Needed By All 325.1mag achers

A second area of study was Basic Musicianship, our termi-

nology for music theory. Performance Competency for Teaching--

we used this language rather than applied music because from

the researdh that we were able to examine at that time, and

this was for an early conference, it vas very evident that

the researchers came up with the information that so frequent-

ly under the term "applied music" a great deal is done wilidh

does not necessarily funnel into competency for teaching.

It's given for a different purpose; it's given by persons

who possibly are not ready to assist a student in using per-

formance competencies for teaching. If you recall the

writings in Source Book II dbout it, Dr. Mursell made quite

a, point of applied music having for its purpose, and being

channeled in the direction of, performance competency for

teadhing. Then, Educational Insights and Techniques we

brought forth from the old terminology of nethods--music

methods. And last, Mimic for the Classroom Teacher. So

these five groups met all day and worked vary strenuously

to come up with their recommendations. One of their recom-

mendations was that they needed more time.

They had assignments to take home, and the chairman of

eadh of these committees had to report the results, plus their

examination of additional literature and examples of research,

at the state convention which vas three months later. As a

result of that we knew that we still needed to do some more

work. So we turned to the research committees of the Ohio

Music Educators Association and they took some of their funds
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and paid a graduate student to list the definitive ideas which

were contained within research which was drawn frmn the Ohio

State Cooperative Research Project.

After about five months we came up with what we consider

the teacher competency model for testing. We don't say this

is a model to be accepted, but it's a model that needs to be

tested against the opinion, experience, and background of

music educators in Ohio schools at all levels. This compe-

tency model we finally determined dhould include just the

basic competencies that would be needed by any music teadh-

er in the state, since this is what certification in Ohio

at this time is still dedicated to producing. Now we may

go in the direction of an overlaying specialty in different

areas later on in this study. But at this time we felt that

our first task was to have a model of basic competencies for

everyone. We tried for a Title V project in this, but a

nuMber cf factors did enter into the fact that it wasn't

finalized within this year so we have gone ahead with it

regardless, and possibly well look for something of that

kind in the future. But it is always encouragirg to know

that funds are available and if they aren't Appropriated

to your area at one time, certainly they will be at another.

We gave this competency model as a questionnaire to the

Ohio Music Educators Association's Board of Directors. We

gave them thirty minutes to work out this thirty-six-Tage

questionnaire. What-really came out of those someWhat se-

lective Ohiowide personalities and teadhing roles and so on,

was that most of them felt that almost every competendy on

there was quite important; some were relatively less impor-

tant and a few they felt were not important for the begin-

ning teacher. It was most interesting to obtain information

from that group of sixty-five people.

Then, at the 1967 convention we presented this model to

a larger audience. We sent another letter to all heads of

college deoartments, to music supervisors throughout Ohio.

They again reacted to this because when you deal with some-

thing like certification, this is something that takes some

reacting, and many people are willing to react. One thing

we found as we have taken this over quite a span of time now,

is that we are beginning to come to some agreements that we

didn't have in the beginning, without any stress or any

pressure or anything, but just by talking and by examining

Issues such as the generalist-specialist ideas, not contro-

versies or whether we should be considering hours or com-

petencies, or what a music teacher really needs to know.

We have come to emne areas of disagreement, so if it

never goes Into a certification requirement, we've grown.
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Now to me this is a supervisor's job, to help people to grow

on the job. Whether it finally comes to any kind of printed

form or whether it doesn't, I feel the most important part

will be the growth that has taken place long before there are

any changes in requirements. Now, at our state convention--

January, 196T--Ma'ry Tabert did present what we have done,

similar to the presentation I have made to you, Then she dis-

tributed this competency model to all who were present and

asked them to react to these competencies. Again it was most 4

revealing to see that many people there agreed that almost

everything that's on the competency model so far is high in

importance. She read same quotations from The Real World of

the impaina Teacher, which is one of the new conference

publications.

These are the ideas that were given prominence: One

that, from The Real World of the Beginning Teacher, some of

the important considerations are: Certification is for the

purpose of protecting children fram incompetent teachers.

Second, it is essential for teachers to be liberally educe,-

ted as well as specially educated. The most serious need

in teacher education is not more hours but better quality.

You see how, coming late in the study, these have been ideas

that we had finally resolved for ourselves. Now we begin to

see them given same kind of support from the DEA publication.

The arts should be returned to their rightful place in educa-

tion. There is incongruity in the college major and the sub-

jects taught in the schools. There is wide discrepancy in

theory and practice in the field of music education.

In our second session we hal Marguerite V. Hood fram the

University of Michigan. She represented the Music Educators

National Conference as Chairman of the Commission on Accredita,-

tion and Certifipation. The work of her committee appears in

Source Book III.* Same of her emphases were: that those who

set up certification requirements should understand the role

of the teazher and define the competencies needed. The vari-

ety of demands on music teachers from school and community

make it very difficult for colleges to plan programs of teadh-

er education. Tae variety of demands on the music teacher

make it difficult to plan a program that will meet the needs

of all without these overlays of speciality. The citizen and

the community expect the music teacher to be able to function

in a variety of musical situations. We send out music teach-

ers who can't play the piano. The students should have early

and competent guidance and should be prepared to meet college

entrance requirements for a music educator. As far as Ohio is

concerned, we do have a program which is entitled "The Music

4Refer to Bibliography.
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Major at the High Sdhool Level." The student who graduates
from Ohio sdhools, or at least a school which is approved to

offer a music major, can have a three-unit major in music in

lieu of one of the other majors that he ordinarily would elect.

That person must have a balanced music education, though, if

it is to be considered a major program--some instrumental,

some vocal, and academic courses in music, at the high school

level.

One of the other ideas expressed by Dr. Hood is that it

is important to determine as early as possible what the student

must know in order to be competent in his first year of service,

because you don't want him to fail in the first year, and you

want to encourage him to go on being a learner. Another is

that it is imperative to save learning time by knowing what

the student will be expected to know and do on the job and by

teaching these competencies in the most direct and efficient

manner. She did stress the importance of efficiency, which
I think we have come to stress greatly. The last idea was
that music educators who attempt to define competencies for
future music teachers should not permit themselves to be on
the defensive concerning their own competencies. In other
words, though all these things may not have happened to us,
we hope to encourage those who answer questionnaires to look
at this in an objective way ard to decide what needs to be
known, regardless of whether they know it or can do it at the

time. We do have a competency model ready, but I won't discuss

that with you norw.

A question and answer session which followed was initiated by

one supervisor, who stated: "This interpretation of cultures is

interesting. Could we hear some of these that are listed under
music literature, for example?" Marjorie Coakley replied:

The three questions that the participant will answer on
this questionnaire are these: 'How important is this competen-

cy for all beginning teachers?' In another colt= he will
answer: 'How important is this competency as a foundation for

your present teadhing role?' And in a third column he will
react to the question: 'What change in emphasis in the present
education of beginning teachers would the development of this
competency require? Does this need more emphasis, less empha.

sis, or don't you know?' Under LiteratureCultures, then,
they would react to these competencies: (a) Ability to recog-
nize orally representative literature of various designs, styles,

historical periods, and composers and to use tham as resources
for teadhing music in schools; (b) Ability to recognize and
discuss the principles of primitive, Greek, and non-Western
music cultures; (a) Ability to study and discuss representative
scores as examples of the evolution of the art of music in the
Western world; (c) Ability to discuss the design and style of
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.representative examples of vocal and instrumental music, and

to apply this knowledge to the teaching of music in the schools;

(e) Ability to characterize the leading composers and to be

able to relate them to the artistic, historical, economic and

political era in, which they lived; (f) Ability to use the correct

terminology related to music literature--culture in discussion,

in performance, and in teaching; (g) Ability to present orally

and in writing a sUbstantive critical review of the perforrmce

of music of various forms and styles; (h) Ability to recognize

and select the authoritative edition of the works of major com-

posers for performance and teaching; (i) Ability to select the

standard biographies, reference works, and histories of music

for personal use and reference libraries. Another section of

this under Literature--Cultures,
Understandings in the Humani-

ties, has these subheadings: (a) Understanding of principles

of form, design, stylistic pattern, and comparative historical

development in related arts; CO Ability to make discriminat-

ing judgments concerning significant experiences in artl- drama,

literature, and dance; (c) Understanding of the influence of

current forces on the cultural activities involving music;

Understanding the impact of all types of music on society;

e Ability to recognize the derivation of primitive and folk

art and the uses of these art forms in contemporary society;

(f) Understanding of how iavolvement in the creation of an

art experience relates to aesthetic response. These are the

competencies listed thus far. Some will be accepted widely,

others will not. Some, I presume, will receive negative re-

sponses. Under eadh one of these me have listed competencies.

These have been done by committees of the membership of the

Ohio Music Educators Association.

One supervisor raised the question of what teadhers need to be

certified in these words: "in Title I projects a lot of part-time

teachers and consultants ani teadher aides are being hired, Malay

of them are not certified and this is causing problems in our state."

Several indicated that the same situation existed in other states

also. New York's Supervisor noted that: "One of the problems in

our state is that in the new certification requirements for general

elementary teachers, effected three years ago, there are no specif-

ic requirements for music. Now it stands at twelve hours in the

arts and humanities. As a result, our teacher training institutions

are gradually phasing out the old requirements and putting them on

an elective basis for classroom teachers. I can see the results in

our schools and there are two good reasons for the trends which seem

to be taking place. The trend is that specialists in music are doing

more of the teaching and classroom teachers are doing less. One

trend I've already implied--namely that the training of classroom

teachers is not including music as much as it should be. And the

second trend, or reason for it, seems to be that in my visitations

with elementary school principals I find that they are becoming in-

creasingly concerned with giving the classroom teacher more time off.
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They find that art and music can provide an expedient in granting
relief to this teacher or that teacher, and when this happens there

is this criss-crossing. There seems to be a trend for the classroom

teadher to leave the room when the specialist comes in. If this

continues I'm going out on a limb to say we've got to have a lot

more done by the specialist, and I will concede that if it is the

trend, if the specialist caa come into a classroom at least three

times a week for three half-bour sessions a week in grades 4, 5,

and 6: and perhaps a little less time in the lower grades, then

we still can have a very effective program, and try to encourage

classroom teachers to handle more of the appreciation and things

we can get through Title III and other titles where we can get

books and records. Let them handle the appreciation more and more

and the specialist more and more skills."

Another supervisor stated: "We have rather large school

systems in our state and they are efficiently operated because of

size. For that reason we have seen a definite trend in the direction

of specialist teachers in music, and it's almost an average now of

once or twice a week. In one of our very largest and best sdhool

systems, music teachers are in the elementary classroom three times

a week, a half-hour each time, and they are totally responsible for

the music program. At a meeting last week, I thought I would never

hear this, but the supervisors in that area of music said that this

is becoming a problem. They wish that we had some kind of a combina-

tion of an optimum of perhaps twice a week, with classroam teachers

carrying part of the load because they feel so isolated now and so

departmentalized that they are not sure that this is good, and what

we all thought we would like to achieve has really turned out to be

a utopia."

Turning to another topic, a supervisor said: "We're beginning

to move in the direction of middle schools in our state and I was

wondering what effect this has had in New York State on grades 5

and 6." Replied New York's Supervisor: "I'm all for it, in the

few sdhools where it has been established--there are a number

coming and more on the drawing board. There has been a sort of sep-

aration of the music in elementary school and in the junior high

school. Now with this middle sdhool coming in you have the same

features, let's say instrumentally, for one thing, that's a good

place to start. Now you will have instrumental teachers who will

have the pupils in grades 5: 61 7: and 8. You'll recruit in 5th

grade and carry them on through 8th grade. Whereas before, we got

them in junior high school in 7 and 8 and they hadn't been recruit-

ed.
ft

Asked another: "Are the middle schools in New York modified

elementary sdhools or do they have real specialty rooms for music,

as the junior high schools do?" He was answered: "Usually I would

say that a special room is provided in the middle sdhool. That is

one of the advantages. Down in the lower grades, very often, it is
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mostly taught in the classrooms. In the middle school they're pro-

viding a special room and the teaching is done by a specialist, with

relief for the others. Remember, however, I've always said, and I

think I shall continue to maintain that the best programs exist in

the schools where there is a sharing of the program between the

specialist and the classroom teacher. Where you don't have this

sharing, you still don't develop the attitudes."

South Carolina's Supervisor related that there were three dif-

ferent certification programs in music education in his state;

namely, instrumental, choral, and applied emphases. He stated: "It

has not posed a problem on account of the curriculum we have in our

state; but when you have a different kind of curriculum and different

things being required in the high schools, it would seem to me that

certification of teachers ought to be considered at the time curricu-

lum is being structured. Last year, as soon as I got to the State

Department of Education, our college music educators, chairmen of

music departments, were concerned that the state's requirements for

music teachers did not have enough music specified. The first thing

I did was to go to the certification depextment and ask them how to

change our requirements. We have a statewide teacher certification

council which makes recommendations to the state board, and they

undertook a study which, if it bad been approved, would have required

ten additional hours of music courses for college music majors--w

now have forty-five."

The problems and duties of.the state supervisor of music

discussed at the Seainar, and covered in this chapter, seemed to be

such that many individuals felt they had received some concrete

suggestions; in other instances the problems were of sudh magnitude

and scope that answers could only hope to be found at the state

level by eadh of the individuals involved with knowledge about

conditions in his still:be.
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CHAPTER FIVE

AUTOMATION AND THE MUSIC EDUCATOR

One of the newer areas which has same import for the music edu-
cator in the near future is that of utilizing electronic computers.
With this thought in mind, two consultants who have been involved
in computer applications to music were engaged to appear at the
Seminar. The Project Director realized that not too many of the
state supervisors of music would be in a position to personally
utilize digital computers, but it VAS deemed important to familiar-
ize them so that they could be kept current with this development
whidh is being utilized more and more in state departments of edu-
cation. This presentation was divided into two phases. The first,
"Introducing Digttal Computers," was presented by George W. Logemann,
and the second, "Computer Aids to Music Educators," was given by
Jan LaRue.

Introducing Digttal Computers

"Ny job is to present to you certain aspects of general nature
about the computer," said George W. Logemann in his opening remarks.
He continued: "I will tell you what things the machine can do, how
it would go about, in particular, representing music, and same of
the problems that one would have to overcome in.order to make the
naghine solve the problems that one ts working with. I think that
you will see the basic organization of computer problems has two
aspects. One is the material that one is working with, generally
we will call this the data. On the other hand we have the operations
that one wants to perform upon the data, which is the program. With
that introduction, I will begin." His position paper "Introducing
Digital Computers" follows:

What is a computer? Basically a computer is a switching
mechanism to automatically manipulate symbols. What sort of
symbolis does the machine manipulate? Observe that in Figure 3
there are three lines of symbols. This is one of the standard
symbol sets that computers wrk with. It consists of letters,
numerals, and special signs. The little "b" in front repre-
sents blank, since sometimes if you are writing out a para-
graph you want three blank characters indented--hence blank
characters occupy space just as the other 48 non-blank charac-
ters do. These are symbols which the computer can manipulate.
It is a switching mechanlsm that runs automatically.

TO see how this works I ,think we ought to look at the
diagram in Figure 3 which dhows the logical organization of
a computer. The arrows represent the way information flows
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between the parts. At the hub of the machine we have what is

called the Central Processing Unit, the CPU. This serves the

computer as the nerve center. It's more the reflex action part

of the brain. It contrcls all of the functions but has no facil-

ity ot its own. The symbols that one works with are stored in

the memory. SyMbols can be communicated to and fram the memory.

The memory is essentially like a blacItboar& a blackboard is a

fo.im of memory. It's a place where symbols can be stored and re-

trieved on command. All memories--you've probably heard about

binary numbers and you've seen flashing lights on computers--

all of these things are just various ways, or the physical ap-

paratus that is used for holding the information. But the memory

is basically a storage area in which the syMbols that the machine

is operating on can be stored.

Now the other half of the problem. In addition to the fact

that it can hold symbols, and it can hold syMbols as memory, we

say that it can manipulate symbols. Now what kinds of operations

would one want to do in manipulating symbols? Well, certainly

some syMbols represent numbers and one would want to perform

arithmetic, so a certain form of symbol manipulation is arithmetic.

Other forms of manipulation include alphabetizing and ma\ing

decisions as to whether or not two particular character strings

are equal. If one has a list of authors' names, the problem of

scanning down the list of authors' names, looking for a particular

author, is a question of symbol manipulation. So we have the

question of alphabetizing and searching. When one prepares an

output sheet, the document with the sentences neatly typed out,

that is also a form of symbol manipulation. In this case the

symbols are extracted from the memory of the computer and then

sent to the output medium. The idea is that there are manipula-

tions that must be performed and these manipulations are generally

governed by what are called the logical units of the computer. So

that if the computer has symbols stored in its memory, the Central

Processing Unit can ask questions about the symbols by going to

the logical units which essentially perform the symbol operations.

Now there's a problem. Here we have a completely closed

system. It can't communicate yet with the outside world. So

we have to use devices for getting the symbols into the machine.

These devices are classified into what are called input devices,

and they are the sole means of getting information into the

computer. The input devices depend a great deal upon the form

in which the syMbolic information has been prepared. Generally

speaking, we punch IBM cards. I'm sure that you've all received

bills of one sort or another that have punched holes in them

and you are familiar with the idea oi a punched card. The holes

on the punched cavds are a code for the syMbol and therefore

if we prepare cards with symbols on them we can fead these into
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the memory of the computer by the Central Processing Utit. So

input devices include card readers. It isn't necessary to

simply punch cards. One can actually type directly into the

machine.

Another major form of input is typewriters. A third form

is magnetic tape. These are the principal forms of input

devices. Magnetic tape is a high speed way of sending inform-

ation to the machine. It usually has to be written either by

another computer or by the same computer at an earlier date.

Other input devices exist which are of interest to us partly

because we have to work with music and music does not fall

easily into punched cards, typewritten symbols, or digital

magnetic tape. There are such devices as optical reading in-

struments which currently are capable of taking typewritten

pages, scanning the page and translating the characters of

information directly into the computer. This is a great saving

because the input can be prepared on an ordinary typewriter,

say one of the new IBM models with a selector cloth. Other

types of input are whatarecalled light head and light pad de-

vices and optical display devices of this sort in which a per-

son can draw a picture on the face of a tube or on a sensitized

pad, the impulse of which can be communicated to the computer.

There are special keyboards and button boards of various kinds

that one can build and buy which also are methods of sending

symbolic information into the memory of the machine. We'll get

into same of the ones that apply to music later.

On the other end of the machine we need devices which

will communicate results back to us. And so we have .puch.cl,e7

vices. The standard method, for example, is the line printer,

which is a device which is capdble of printing dbout 100 to

150 characters of information at a time. They can run up to

speeds of a thousand lines a minute or so. But one generally

doesn't work quite that fast. This is the principal way of

getting material fram the machine. Other ways, of course,

would be the complement of these three devices. We would have

a card punch, or we can use our typewiter, or we can use mag-

netic tape again and other magnetic recording media. Other

types of devices that would be of interest to us, other than

musical devices, are the notion of an optical printer or an

electrostatic printer. These are devices which, instead of

using a mechanical piece of type that is flapped against the

paper--and that is how the line printer goes at its rate of

600 lines a minute--electrostatically print a character, muCh

like a character is printed on the face of a display tUbe, only

this medium is recorded directly on the paper. These devices

can go quite a bit faster than the mechanical devices and are

currently being developed. Ybu can buy them for special uses.
StraMberg Carlson makes one that can be put on the larger

65



machines. Also we have the display scopes which are television

tubes that can have pictures drawn on the face of the tube under

computer control. One could draw the staff, the clef signs or

one can actually place the notes then on a display screen. If

one would like to have a hard copy rather than a display, one

can taim pictures of the display with a polaroid camera. There's

a xerography process that records the display information directly

on the paper, one can direct a pen to draw on paper much the

same way that the electronic needle is directed to draw on the

face o. this tube. One can draw a picture using what are called

platters. These are set relatively slow and the output is of

rather inferior quality, since the picture must be drawn as many

little rectangular line segments and it looks kind of like a

person, if he is drawing a diagonal line, is very nervous, because

of the wavy line. But the point is that the computer can draw

the picture and this can be a way of quic\ly reproducing musical

notation or perhaps other graphical information. So here we have

the machine itself. It has devices which will send sYmbolic in-

formation into its memory. It has devices which will manipulate
information az it stands in memory, and it has devices for com-

municating results.

Also we usually need an area called auxiliary memory, which

corresponds to the big magnetic tape drive that one sees in the

background of movies. The machine's own memory is a high speed

device. It can take characters out of its high speed memory in

terms of microsecondsmillions of characters a second. But the

memory is expensive and small. Therefore, one has the equivalent

of scratch paper, or reference volumes, which can be stored in

auxiliary memory, and I've put down on this dhart (Figure 3) that

the two uses for auxiliary memory are such things as libraries

and data banks. One could have one's complete files of symphonies

and other musical scores on magnetic tape which would then be

ready, whidh would then be attached to the computer in its aux-

iliary memory. Then the Central Processing Unit can direct that

certain parts of this library be brought in for processing, de-

pending upon the particular question that you have.

That leads us to the second half of the programming problem.

We've talked about the fact that there is such a thing as data,

which is held in memory. And we've talked about the fact that it's

basically in symbolic form. How does one tell the machine what

to do? How does it go about doing this? The general idea is

that the madhine, in addition to holding data in its memory bank,

holds its instructions in the form of a program. So the program

for a computer is the set of instructions in the form of a pro-

gram that it is to perform. These are usually communicated to

the madhine in one or another language, and such language as the

names that one hears depends somewhat upon the type of problems

that one is trying to solve. The languages of general nature,

which one could use not only for problems in humanities but for

problems in science, are such languages as Fortran and PL/1.
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However, as we will see, there are more specialized ways of rep-
resenting information in the memory of the machine and these then
require more specialized languages such as SNOBOL and SLIP, which
are list proceesol-sland when one gets down to it, one can actually
write languages which are directly geared towards problems arising
out of music, which the MUSE language represents. WO will discuss
that when we get to music in particular. In summary: the computer
is an automatic symbol manipulating device. The types of manip-
ulations that it is to perform, the instructions for it, are held
in the memory of the machine and the syMbols upon which the com-
puter is to perform these operations are held in the memory of
the machine.

Now let's talk about what we would want to do, the kind of
data we would want, and what kinds of programs we would want if
we were working specifically with music. It's very easy to work
with words and numbers because the machine has symbols that rep-
resent them. It has letters so an entire text can be fed into the
machine. It has numerals so one can work with numbers. But if
we're going to work with music we have to have same way of commu-
nicating either the score itself, in its syMbolic form, or we
have to have a way of communicating the actual sounds to the ma-
chine. The machine can do these two rather different things.

I'd like to give you an idea of how we'd go obout doing it.
If you look at Figure 4 you will see a rather simple piece of
music. What different people have done is develop names for the
various languages. At Princeton the languages are called LMT.
Plaine and Easie was a code developed by Prof. Brook at Queens
College. We have developed this into ALMA, which is Alphanumeric
Language for Music Analysis. This is a language for symbolically
representing musical scores. We have included in ALMA a technique
whereby any symbol that is printed on a musical score can be coded
if you so wish. The particular one we have here is relatively
simple. You can notice that the TS 3/4 in parenthesis under alpha-
betic code represents time signature. If you have other signatures
of various kinds, tempo markings, metronome markings, they can all
be indicated the same way--in parenthesis with some kind of symbols
representing what the particular information is. Here TS stands
for time signature. You might have MNI for metronome marking, and
so forth. Then we have a string of symbols, you'll notice the
slash represents bar lines, since there is a slash in the middle
and a doUble sladh near the end. The rest of the syMbols repre-
sent the notes in a rather simple way. NuMbers represent dur-
ations. Letters represent pitch. The prime, the apostrophe, and
the double quotation marks represent octaves. You'll notice that
the E E dotted. quarter notes come after the first slash. There's
a 4 dot representing the dotted quarter, and the dollar signs
enclose two syMbols, one is apostrophe El representing the first E
on the bottom line of the treble staff and the double prime E rep-
resenting the fourth apace. The dollar signs indicate that the
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Staff Notation:

Alphabetic Code:
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two notes are played together as a chord. Afterwards we have

8 hyphen, 4 hyphen--a hyphen represents a rest. So we have sym-

bolic information and I think you can see that putting together

simple sydbols of this sort would represent complete musical

scores.

Now one could store in the memory of the machine symbolic

representation of scores using this type of notation. This might

be useful for certain purposes--for bibliographical, if you want.

It can also be a convenient intermediate form in case one wants

to do a musical analysis of one sort, look for particular examples

or intervals, or melodic patterns of some sort. Often, however,

one wants to use a numerical form of the score because one is doing

problems which are essentially numerical in nature. One is com-

puting intervals in terms of semi-tones, or the like. One is in-

terested in the actual duration of patterns. And so we have a

special representation which is given in numerical tables. You'll

notice that the pitch line is measured in terms of semi-tones above

middle C. For terms of simplicity I have coded rests to be 1,000--

that's out of the audio range and therefore 1,000 can be a conven-

ient symbolic "pitch" whereas 4, 8, 11, 4, 16 are actual pitches

of the five notes in semi-tones above middle C--8 is G sharp.

Then I have included two more lines. The first line repre-

sents the starting time of the notes in terms of a fictitious unit

called the beat. When we have a whole note that represents a time

duration of 1.0, and therefore the first starting time is 0, the

next is .25, the G sharp begins one-quarter of a whole note after

the beginning of the piece. The B begins half a whole note, and
then the two dotted quarters each begin three-quarters of a whole

note from the beginning of the piece. You'll notice that this has

nothing to do witk bar lines. It's just some measurement of dur-

ation, of starting time.

The next line represents duration. The eighth rest has a
duration of one-eighth and if you remember your decimal fractions,

one-eighth is .125. So we can convert the notes into this pitch
and starting time duration table, which is sometimes more conven-

ient to work with. Now another representation which the machine
is capable of handling is called the list. You perhaps have heard
of 1PL5 information processing, game playing programs of various

kinds. Now when the computer plays a game, it's learning a lot of

random facts. These facts do not necessarily fall into logical
tables, likewise notes, because of chord structure and because of
the parallelism, and things of this nature don't necessarily fall

into simple tables of information. A single melodic line does,
but you can see that even with chords you can have a non-table
structure and the notion of a list I've given these pieces of in-

formation in circies, is an example of a list structure. Each

circle represents a note or a chord. If it's a chord we represent
it with a dollar sign and we attadh to the dollar sign symbols
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representing the notes which form the chord. Now this is a way

of representing the information. It allows one to go directly

from one piece of information to other pieces of information

immediately related to it. It requires a programming language

called a list processor. It is one of the things we should be

aware of, since as we begin to get into problems of data manip-

ulation we will need structures of the complexity of lists. That

is something that's in the future. Thus, that represents musical

staff.

Now we have the problem of representing sound on the other

hand. How does one go about representing a sound in the memory

of a basically digital symbolic machine? Well, you have to con-

vert a sound, which basically is an oscillating analog; vcatage of

same sort, into something that the machine can handle. We know

it can handle syMbols. And the idea is you sample the sound at

very minute intervals of time, such as 10,000 times a second, at

the distance of one ten-thousandth of a second. My representation

in Figure 4 is a sample of oscillating voltage and I've drawn ver-

tical lines at time distances of one ten-thousandth of a second,

and then I've measured the height of the curve at each of these

points, and that's what the table is at the bottom. The unit, I

believe, is something like three-eighths of an inch in one unit,

so that roughly half an inch is one unit. So that the first

curve begins at about -1.5. You'll notice the second point is

about half of that. These represent the lengths of the curve.

They can be in terms of microvolts or some fictitious unit. It

doesn't make any difference what the absolute unit is, but the

fact that the relative units are maintained, the relative lengths

of the lines, This is the way the digital machine can represent

voltages and long tables of numbers.

Now you can see that these things get very large. A reel

of magnetic tape which could hold names, addresses and telepnone

numbers for a city the size of Buffalo, for example, can only hcad

about ten minutes of music, sampled in these numbers, at a very

fine range. We are using fifty thousand points a second rather

than ten thousand points a second to represent music for reasons

of fidelity. So this represents musical sound.

In Figure 5 you have even another representation. This is

something that Prof. LaRue is interested in. You see one of the

problems with music too is that not only does one want to use

the symbolic information itself, the score, but one wants to be

able to describe one's own notes about the music, such as a time

line, in which the symbols represent phrase structure of the be-

ginning of the piece. And you'll notice that underneath the little

lines we could represent measure lines; then 1:PX comes at the

beginning of the piece. There are four bar lines before Y comes

in and so forth, This can also be translated into a table of

information for the machine to use, in which we would have the
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Notation:

Alphabetic code:

Tables:

event: IPX 1PY 2PX 2PX 1S

start time: 0. 4. 8. 11. 14.

Figure 5

Time Line
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symbolic information IPX, 1PY, 2PX, 2PX, etc. as well as its

starting time. Here then would be a table representing all the

events which the analyst saw fit to deserfbe in the piece of

music, represented first in a symbolic alphabetic code from

punching on cards and second in tables of information as it

would be stored in the memory of the machine for doing manipu-

lation.

Now, how does the information get into the machine? Well

it uses input devices and we would have to augment the input

devices with one thing which is called an analog to digital con-

verter. This is a device which will read an oscillating analog

voltage and convert it into digital nuMbers. On the other hand,

then we would have output devices which complement the converters.

We would have an additional analog converter which will take the

wave form as it's represented with the tables and convert the

digits into oscillating voltages which then could be played

through a speaker. So devices exist with which one can either

input the musical score or note one's own information about the

nusical score or the actual sounds themselves. This about gives

us the computer. It is a device which can manipulate symbols

and these symbols can represent notes, they can represent num-

bers in themselves, they can represent voltages and other essen-

tially physical pictures. It can print, it can draw pictures,

it can display the pictures baek on display tubes, it can read

es one draws pictures on the tubes, it can read these pictures

as well as return pictures to them to the music. It is, on the

other hand, merely an idiot, because all operations which it

performs are formal operations; they are expressed to the machine

in terms of instructions which it is to produce. It has no know-

ledge whatsoever of what it's doing. All of the information

which a computer ean produce is the result of careful paths which

have been drawn for it by the programmer, who could be any one

of you, the one who is asking the questions.

A question and answer session followed Professor Logemann's

presentation. One sApervisor adked: "Is it possible that with a

perfected symbolic structure, a language, a composer may be able to

sit down and use a system such as that utilized by Lejoren Hiller,

be able to type a symphony into the computer and have it fed out on

the other side and in this manner write many symphonies quickly?"

"Yes, it is possible," replied Logemann, "for a person to sit down

at the keyboard and use either a piano-type keyboard, which would use

buttons wired directly into the machine, or in a symbolic way of set-

ting. I think you were alluding to a keyboard type of device which

resembles the piano keyboard rather than the typewriter keyboard."

The supervisor replied: "Either. Let's say the composer hears in

his head that which he would like to transmit. He knows structurally

how this can be done at the keyboard so he sits down and completes

it." Logemann replied: "I think the answer is that it could be done,

but I would doubt that it would be terribly useful because there is
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a great deal of planning that must go on before one actually writes

down a symbol on the typewriter, on a printed page when one is compos..

ing or doing any writing of any sort. So that what one would want to

do then, one could record the symbols as they are printed, and in fact

it is possible for individuals to sit down at the typewriter keyboard

and work with the machine. 'What happens then is that while they're

thinking, the computer is working other people's problems, and then

comes back to theirs again. This is not the most efficient way of

doing things, however."

Harold Arberg then asked: "I don't thiak you mentioned timbre.

What about the presence or intensity of overtones that would result?"

Logemann replied: "The idea in this case is that any musical sound

can be reduced to an oscillating curve. That's why we can actually

record it. Because if you look at the sound track of a symphony

under a microscope, you, will see the record still has just one oscil-

lating wiggle. It's a very complicated wiggle, but it's one basic

curve. The problem then becomes one of writing a computer program

which can go through the table representing this oscillating signal

and extract from it that part of the sound which is at low frequen-

cies and that which is at high frequencies. This technique is called

Fourier analysis and is a relatively standard technique available in

most computing centers. What one then does is simply take a magnetic

recording of this sort, feed it into one of these analog-to-digital

converters, get the table of numbers, and then use a Fourier analysis

program to give one a chart which tells how much of each frequency

component is present in a particular segment of sound. Then one

would be able to note that if there are a lot of high frequencies in

it or something like that, he would be able to talk about tiMbre in

terms of the overtones, the non-harmonic overtones, or what have you."

Computer Aids to MUsic Educators

Professor LaRue's presentation, "Computer Aids to Music Educa.

tors," follows:

In setting up this presentation, I wanted to bring it home to

concrete problems. The big difficulty at the present time in com-

puters is that so much of what's going on is abstract. It doesn't

seem to relate to what we need. As a matter of fact, the termin-

ology and computer science itself are far ahead of what we musicians

are prepared to ask of the computer. We aren't all that well or-

ganized in our own minds about what we want to prove, ask, demon-

strate, or analyze, and so on. I find myself increasingly embar-

rassed by the lag on the musical side compared to the availability

of techniques on the computer side. So I'm actually neglecting

what I ought to do to keep up with computer science, ever so slight-

ly, in order to keep my nose to the musical grindstone and work out

the theory on our side so that I will then ask Professor Logemann

to plug in for me in some way later on.
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I'd like to begin with same predictions on future equipment.
Now this isn't as grand as it sounds. I just want to visualize
how we might be sat up even five years from now in a number of

demonstration schools, I think it's entirely possible that we
will have in a school what we call a remote control apparatus of
same sort. Perhaps the first ones we'll see will be typewriters*
special electrical typewriters that will simply have a high fre-
quency connection with a computer nearby. You might say to your-

self, "1 don't know any computers nearby." If you had a list of
all the computers in the United States* you would be simply amazed;
the nuMber of them is quite surprising. A number of cchool sys-
tems have small computers themselves. They have other data pro-
cessing machines of considerdble sophistication that we can use
for various of our own techniques right now. In five years I'm
convinced that we will have many more computers for educational
use in school systems and let me suggest something that I haven't

heard suggested. You probably know that many banks have computers.
Now these aren't used a fraction of the time. By a special type
of technology, that in an oversimplified way is called time sharing*
any time that the bahk's computer isn't busy posting accouats, mul-
tiplying interest rates and things of that sort* it could be used

for an educational project. In other words, we're sitting in our
sdhool room, a special room where our typewriter terminal could
perfectly well be plugged into the local bank to use any time on
their computer that they aren't using themselves. Now I'm just
suggesting a way around some of the financial problems that you
encounter in computers which are very severe sometimes. But you
can see that it would not be very hard to convince a bank to per-
mit a school to use time on their computer that they're not using.
It would be a marvelous public relations thing for them and ex-
tremely useful to the school. This is just one way in which com-
puter technology will be available to us that we may not suspect.
It's around a lot of corners if you just look for it.

One very important thing is to judge whether a computer will
be helpful. There's so much noise about computers that people
think computers will just do everything. Well they won't and
there's no use wasting a lot of time asking a computer to do things
that they aren't intended to do and that they won't help you do.
I'm convinced there are a goal many people doing things with com-
puters and spending more time, effort, and money on them by the
computer methods than other methods would take. I've got a very
idiotically simple rule that I call the rule of three, to deter-
mime whether something is worth plugging into a computer or not.
I test the advantages over hand manipulation, that is, just writing
it out or typing it yourself, by this rule of three. This rule of

three means three or more revisions, filings, printings, etc. If

you have a set of cards in which most of them are going to be used
more than three times, it will be worth your while to automate them
for many reasons, but it's a good cut-off point. Even with two
usings, from the standpoint of accuracy and so on, it's worth auto-
mating. The other thing, even more important and absolutely in-
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disputable, is if there are three or more correlations between the
data on these cards you can see right away that automation will
help you tremendously.

Now we must consider though, in judging this computer business,
the availability-in other words, the nearness and the cost. The
American people seem to be willing to go along with the casts of
computers. There seems to be a very wide acceptableness about com-
puters. Congress has voted fantastic amounts of money for support-
ing the research that has led to computers. I think that there is
a general acceptance in the population. So I personally don't
think that it's blue sky to consider computer technologies as part
of our future. It's coning right at us quite fast.

Now to sone brass tacks of computer applications to music edu-
cation. It is rather obvious that many of you have a great deal of
administration to do and you've already discovered this. Also your
schools may be set up in a fairly sophisticated way on data process-
ing, so I'm afraid that there won't be anything very new there. I
just mention these rapidly in passing: personnel lists and records.
Now in even run music program in the schools you have the children
from cradle to grave. That is, you're trying to persuade them to
play the tuba from the second grade on. So notice that their data
are used over and over again. Each school year you make at least
one use of these data. So the moment a child enters the program
and his data card also goes into the program, that's the last time
you'll have to figure out how to spell his name, if it gets in
there right one time.

In regard to scheduling, we all know what automation and data
processing have done for the insane problens of scheduling. I'm
sure we've all spent time with the miserable cross-hatched sheets
trying to figure people in French 2, Latin 3, Physical Education 14,
and so on and still find time for a band rehearsal. Statistical
studies become very important as we more and more have to prove
what we are doing by tables of statistics. Computers and all auto-
matic nachines ere marvelous at keeping track of numbers of all
kinds. This is valuable. The part that I value most is the com-
putation of percentages and averages. I used to make pocket money
as a child by computine the averages for my father's research and
I've always resented percentages and averages ever since. I think
the favorite thing for me about the computer is the ease with which
it does all this type of thing. Inventories of instruments are
made easier. Now many times have we searched around trying to find
out what the purcbeee number of trombone 27 was? That's the kind
of thing that data proceising machines really retrieve in a marvel-
ous way. Now would you do it? You have things set up so you could
just say trombone 27 question mark, or sonething like that on your
remote typewriter terninal and get the answer back. That would be
in one of these auxiliary memory areas that was discussed a few
minutes ago. Now let's say this computer in the bank is busy. The
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technology has holding devices that will hold your question until

the bank is free for a fraction of a second, then feed in your

question; it is processed in a fraction of the second that is

available and comes back with your answer. Now maybe that is

twenty ndnutes after you asked the question, but you don't care
because perhaps you're teaching a class or conducting a rehearsal

during that time. When you come back you find tbe answer to your
question regarding tbe purchase price of trodbone 27.

The area of testing and grading is a familiar use for date

processing. I've just put it in for the point of completeness.
Assignments with instantaneous computer comment and/or correction
is something that we're very much interested in here at New York
University, and we feel it's going to be immensely significant.
I'm going to give you some examples later. Profiling of progress
in performance, theory, and music history is another point related
to teaching where the computer can be significant. You know we

mostly rely on our memories to know bow John Joues was last year
in his cello lessons as compared to this year. Now suppose we had

a 23-point judgment on John Jones taken tbree times during last

year in this auxiliary memory area. Wouldn't that be a nice thing
to have printed out on the sheet in front of us as we listen to
John Jones this year? That's a kind of control over bow our people
are progressing that these devices make possible.

Moving on now to research. The analysis of performance in
regard to balance, tempo variation, end dynamic curve could be
helpful by computer. Last night I was listening to a very good
concert in Town Hall left sone works of Monteverdi being performed.
And in one of the works the choral numbers just never got off the
ground. They were interjections of chorus in a longer piece. And

I sat there trying to figure out what I would say to the chorus to
make it come alive, to make it snap. I couldn't figure it out, but
I'd like to take that for a research project. I would like to re-
cord a number of defective chora) performances and see it I could
in some way analyze them through the computer and cee what was wrong.
Just to show what the computer might do, here's one chord the choir
might be singing. (See Figure 6.) The computer might show that the
previous chord bad perfect balance and in tbis next cbord tbe tenors
were thin. Now we hear this kind of thing ourselves all the time
and we say "tenors, sing that E louder." But there may be more
difficult, subtler points that we won't find so easily, and yet the
computer could draw a full picture showing these holes, the one on
the next chord showing that the altos were a little bit too low.
Now there are a lot of things there that need study, that will make
extremely exciting research.

In regard to tempo variation, let's say you have two perform-
ances on recordings and you like one much better than the other

but don't kludw why. You feed it to the computer and you find that
Robert Shaw speeded up ten metronome points in fifteen bars and
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Chord 1 Chord 2 Chord 3

Perfect
Balance

Tenors
Weak

Altos
Flat

Figure 6
Analysis of Chords Sung Choir
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that's probably the most observable change between these two record-
ings. They're very much alike but you observed this tempo variation
and liked it. Up to this time you hadn't recognized that it was the
tempo variation that you liked. But when the computer program gets
through operating and shows what is happening in all these various
facets of the composition, that's the factor that sticks out, and
you're certain that that was what you were seeking. This is the
sort of research that I see coming up and that I find extremely ex-
citing. Another area is analysis of melody, harmony, rhythm, tex-
ture, and form. Well, you can know if we have the possibility of
a machine looking at all parts of tbe texture in infinitesimal frac-
tions of the second, that ultimately we can investigate many aspects
of music very precisely.

Now a problem that concerned me was the construction of thematic
catalogues and bibliographies and automatic updating. I spent sev-
eral years asseMbling a catalogue of eighteenth century symphonies,
the sources of the symphony all over tbe world, and I've got more
than 10,000 symphonies. What a problem in bibliographical controls
There are all kinds of questions I want to ask about these symphonies.
I can't remember all of them. I can't even remember the names of
all the composers of them. Now the basic thing I have to do to con-
trol it is to make a thematic catalogue. I've done that by hand.
It's been a terrible problem. I'm about to computerize it. Why?
Because I want to use these hand cards more than three wtys and as
soon es I've done that it's worth getting them into sone kind of
automatic input that I can look at several ways. Bas it occurred
to you that even for your own school choral library over a five-year
period, if you have an active group, you may sing enough music so
that you forget tbe title of a piece for which you could hum the
first bars? Now if your choral library were indexed by incipits,
the musical beginnings, you could reconstruct by humming to yourself
what this piece was and ask your computer the title of that piece.
That's the kind of control that's available to you. Incidentally,
why not think big on these things? Think as broadly as you can. A
lot of you know about the marvelous song index in the New York Pdblic
Library. Some of you may have used it. If you can't remember what
the name of a song is, or particularly who composed a song title that
you can remember, when it was copyrighted, and sone of those problems,
the New York Public Library probably can help you better than any
other place in the wyrld. Now they are thinking about the next step,
namely putting into the computer the incipits, that is, the musical
beenning of these tunes, for the song index. What a resource that
will be, if and when tbey do it.

Computer sound generation and analysis is another type of re-
search that is concerning us very much at New York University. What
can we do to make available electronically a series of interesting
sounds that a composer working with computer can utilize that will
satisfy his creative needs? Can we do that with a computer? I think
we can. /'m not the only one. It is being done to some extent al-

78



ready, not in a fully satisfactory way, but in a way so promising

that we feel convinced it will work out. A very simple application

of computer techniques that I recommend to all of you is publication

of complex entries by automatic typesetting (one proofreading).

There will probably not be anybody in this room who has not at some

time constructed a bibliography. Now if you think back over that

bibliography I'm sure you will find that you handled the data, that

is, the name of tbe author and the title of the article, more than

three times before you published that bibliography in any form at

all, whether it's mimeo, or ditto, or letter press, or offset, or

whatever. You handled these data more than three times. Why not

start out by putting it on a data card right away? Then you have

a perfecqy accurate form of it from the beginning that you can

manipulate in many ways.

Now just to illustrate the manipulation that I'm recommending

to you, once you prepare a bibliography with correct authors' names

and titles that can be fed into various types of sequences that

will produce it as letter press on a page of a volume printed out
like any bibliography, it is now technologically very simple to

reproduce. Many books are now being produced by automatic type-
setting as you probably know. And for us, this very annoying pro-
blem of bibliography that has to be so carefully prepared, then
carefully read in galley proofs, then carefUlly read in page proofs,

with mistakes still in them--what a relief it is if we can do it

once right and then make sure that through an automatic chain it

will ccae out in printed form. I have in press now a small article

illustrating this technique. It's a thematic catalogue produced
by a technique similar to what Professor Logemann explained to you.
It's an alphanunsric code listing a set of symphony incipits in a

rare eighteenth century catalogue that I discovered. We produced

first a set of cards, then made a computer print-out which is being

photo off-set In Germany. Now we only did one hard operation, the

original cards. From then on it was automatic and there was no
bard work in it for us end no mistakes. That's the big thing. You
all know how hard it is to get an article into print without typos
in it. It's twice as hard if you have foreign titles and accents
and mixtures of letters or figures and dates and so on. Again we
have this value of multiple handling of data and of total accuracy

by the automatic data processing.

Now I have three concrete examples to finish up that I've
tried to relate very clearly to things we've all been through in
our own teaching experience. The first is a chorus tryout. Who

hasn't been through that? The same data cards record name, address,
telephone number, year, voice, ratings for several years, attend-

ance record, and other desired information. Now you say, "well,
I've been using data on that; what can the computer do for me here
that's any advantage?" I'd like to suggest that the computer can
make a rating average. I recall sweating out a five-point choir

rating method. I forget what the five points were now. They were
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such things as pitch, rhythm, blend, sight reading, and I don't
know what the other one was--sizel maybe. Let's say it was size.
Now size is not as important as the other ones. So you want to
weigh it less than the other four things. That is not a simple
arithmetical operation. It's difficult to get that worked out
correctly. For the computer that's a negligibly simple arithmet-
ical problem. For the computer to average those five points, then
making the fifth one, size, less important, say a third as import-
ant as the others in weight, is no difficulty at all. You get a
single figure representing the average rating of this person all
the way through. I'm sure you've had the experience I have had of
taking these five-point ratings like that--say you've got two nice
little sopranos and one of them you must remove because your choir
can only use 32 voices and there's no more room in the bus. And
whom do you decide against? Having the things come out that you've
overlooked, even one point only, will help you work it out more
fairly. The computer will help us on that sort of thing.

A seccmd concrete example is an assignment in basic theory.
Quick correction of theory exercigies is an absolutely indispensable
clue to the progress of students. I know that because I've suffer-
ed so much with counterpoint papers that I turned in and didn't get
back until six weeks later. A famous professor, who shall be name-
less, at Princeton University, under whom I've studied, corrected
his counterpoint papers for the entire semester the day before the
grades were due. And I must say he often didn't correct them the
day before the grades were due either. So we sometimes never re-
ceived back any exercises that we had done. Now I think this is
going to be one of the most dramatic contributions of the computer.
We have this theory exercise. The student reads the assignment on
a display panel. In other words he goes into a booth arranged in
a room that has remote connections with it. He types the name of
the course, say Music 23, in the typewriter and immediately on a
display panel will be the assignment for the day. It will tell him
what he is supposed to do. Now let's say the instructions indicate
that the student is to type in the chord V7 to 1 in A Major for
four voices. That will be the first assignment, so the student
types this out, using a simple code, and these alphanumeric codes
aren't nearly as difficult to learn as learnin3 how to read on a
normal staff. Just because we know bow to read music, sometimes
we think that reading music is simple. Have you ever tried to
teach foreigners English, for example? I was on Okinawa during the
war and I tried to teach Okinawans who didn't speak English, and
who had never seen any Western uotation, this notation. Well I
found all kinds of things about the illogicality of Western nota-
tion that I'd never suspected before at all. I assure you that
while you may think it will be hard for your people to learn alpha-
numeric notations to type into the typewriter, they are actually
easier to learn than learning to read our normal five-line staff.
So it's not a problem for them to type in this V7 to 1 chord in
A Major. They type it in and put in one chord a note that doesn't
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exist in that chord. What happens? The computer compares this

with the right answer and says on the display :panel nmistake in

chord one." If it's a very sophisticated set up, it will even

say which note is the wrong one, but maybe we'll decide this isn't

educationally desirable. It's better to make them look a little

bit harder at the chord. So "mistake in chord one," and they look

back at what they did and they type in another solution. Then it

says "mistake in chord two." Now what's the value here? It's the

fast return of whether you're right or wrong. What happened to

us when we were learning harmony? We got the papers back at the

best the next day, at next best a Monday paper back on Wednesday,

and very often a Monday paper back on the following Monday, or

longer. Well, how much do you remember about the problems of strug-

gling with 117 to 1 late Sunday night of the nine days earlier? What
will the computer do? Immediately the answer comes right back. The

immediacy of that learning process I find the most dramatic possi-

bility in the computer. I'm terribly excited about that.

Now finally, a research problem for you, *New Music for Brass

Choir in the Past Decade." Let's say somebody has twisted your

arm because you're a brass player and you agree in a very weak

moment to make such a bibliography. What is the advantage of the

computer to you here? It is preparation from the same data cards

of multiple listings. Now you know how useful it is to have a

listing of pieces by instrumentation, by difficulty, by type of

piece--that is, sonata, chorale, symphony, or something like that,

length of piece--how often we need .to know whether it is ten

minutes long or 21- minutes long, and so on. Also important are

period and/or style so it will fit with other pieces, and then all

kinds of special categories, Christmas music, Easter music, things

of that sort. Perhaps the Polish ambassador is coming to town and
you'd like to get together two or three Polish pieces--a national

category there. Now with one data card we can make all of these

listings. Imagine what we have to do in the way of shuffling and
making out new cards if we're trying such a handy list by manual

methods.

Well, I hope this has given you some reasons to see why many

of us are extremely enthusiastic about the potentialities of com-

puters and we hope you'll agree and join us in finding out as much

as we can about these potentialities as quickly as we can.

Jan LaRue's presentation was followed by questions from the floor.

New York's Supervisor asked: "Now if we should use the computer in the

bank, and let's say they use it on Monday, Wednesday and Friday, and we

come in on Thursday and put in the number of instruments that we have

and so on on record, what guarantee is there that we won't have that on

our bank account the next day? Not to be facetious, but you say it has

a memory. Can you take that memory away and put it back, or can you

record it on tape?" Replying, LaRue stated: "There are a number of

answers to that. One thing I'd like to assure you is that it's going
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to be very hard to make money there."

George Logemann added: "Let me just answer some of the other
things. First, people have anticipated this and hardware auxiliary
memory devices sudh as disc files, data files, and these magnificent
things that do hold extremely vital data are cross-referenced. It

would be impossible for you to get into it even thoudh your trombone
file and his bank file are in the same device. It would be impossible
for your programs to readh his data and vice-versa because the hardware
has traps to forbid people to effectively have the numerical key to
the file--they cannot unlock the file. In answer to another question,
you can use magnetic tapes. That's one reason we use them, because
they can be stored in a rack. They only cost $35 each and instal-
lations have literally thousands of magnetic tape reels around, about
ten for each person that uses the center." LaRue remarked: "While

we're talking about ways of storing material, say you only grade
people twice a year, so you need all of this grade comparison material
twice a year. You can store that on a special merory pack, which, at
the particular time you are going to use it, can be taken to the pro-
cessing center and they will put on this reel where the computer can
call up its contents for that. When you've finished processing this
you can take that pack home with you and then wait until you need it
again and then it will report back all of the grades on a person for
the past three years and things of that order." The Project Director
asked: "Is there not a textbook due soon which is related to computers
and the humanities?" Replied LaRue: "Yes, it is being written by
George Logemann and Jack Heller. The working title is 'Computer
Methods in the Humanities.' It will be a general entry into this field
for people looking at it from our point of view and will answer a lot
of these questions. The imblisher will be McGraw4fill."

Referring to another item which related to computer use in music,
LaRue stated: "On input devices, this alphanumeric code, George Loge-
mann and I did an article which appears in the Summer, 1966 issue of
Notes called 'Electronic Data Processing for Thematic Catalogues,' that
haa in it the kinds of codes that your students might possibly use on
a remote typewriter terminal."



CHAPTER SIX

INTERIM REPORTS ON PROJECTS OF SIGNIFICANCE TO

STATE SUPERVISORS

One of the purposes of a seminar such as this one ostensibly

is to enable the state music supervisors to learn about current

research projects which directly or indireotly may affect the teach-

ing of music in their respective states. A practical wav to accom-

pliRh this is to receive interim reports from individuals who are

engaged in projects which have received federal support of various

kinds. The reports discussed in this chapter relate to three dif-

ferent aspects, One is concerned with a typical Title III ESEA

project which includes music, another to a study which is similar

to Title I of ESEA, and the other to music education in general.

Title III Performint, Arts 1021122A for Eat Sound

James Sjolund presented a paper based on data provided by

Jack Kukuk, Director of the Title III Performing Arts Project for

Putet Sound, Washington. The "Title III Performing Arts Project

for Puget Sound" follows:

Before I begin to tell you about the Title III Performing

Arts Projects in the State of Tlashinrton, I would like to give

you some background information that I have asserbled from

statistics furnished by the USOE. Accouding to their rep-

resentatives, there have been a total of 3,120 proposals sUb-

mitted to the Title III office to date with the total amount of

the requests in the neighborhood of $309,000,000. Of these,:

1,195 proposals have been funded and the money involved for their ,

operation to date is some $90,000,000. Forty-one percent of

these funded proposals have been multi-purpose type, 33 percent

were special service, 9 percent involved a sinrle subject area,

and another 9 percent were aimed at administration and personnel.

Six thousand school districts are participating in these pro-

grams and over 1,000,000 students are now receiving benefits

as a result of this Title of the Act. Also involved are about

1,000,000 nonpublic students. The major enphasis in all of

these funded programs, as far as it has been possible to as-

certain, has been on expanded educational opportunities for

boys and girls. The program is not just general aid:but seeks

to bring about creative educational elance.

I am sure that all of us are finding out that we have a lot

of the sane concerns. Our observations have shown that, for

the most part, musi^ curriculum programs in the State of
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Washington are not developmental in nature or organization,
and that they lack success in overcoming the barriers to
musical understanding, the musical literacy, and that they

have little "holding pover." We see that general music

programs in the secondary schools of our state, although
they're required at the seventh grade level according to
state regulations, actually serve only six percent of the

total secondary enrollment. All students simply do not

receive instruction in general music.

You are all aware, I am sure, of the recent well-pUblicized

report regarding nationwide involvement in the performing arts

which indicated that more financial help was necessary for
survival of the arts. This report indicated an income gap

of between 20 and 30 million dollars, which will grow to

60 million dollars at the present rate by 1975. It indicated

that out of every one hundred dollars of disposable personal

income, only eleven cents was spent by adult citizans for live

performances in the arts during the rear 1946, and that this

statistic also held for the year of 1963. There was no change.

Attendance at symphony concerts during that period has slipped

slightly and performances for an audience over 18 years of

age represented only four percent of the total population of

the United States.

The findings of this detailed research shag definite rela-

tionships to the vay we're financing the music programs in our

schools. Percentagewise we are about as short of funds; per-
centagewise we involve just about as many pupils. Out of the

spendable income of our s"chool funds, ve have devoted about the

same amount per one hundred dollars for the performing arts.

In the State of Washington we have decided that we're going

to do something about these and we are attempting to restructure

our curriculum to provide programs for early elementary educa-

tion, which will assist all students to have a working understand-

ing of thg. "grammar of music."

We also have developed these statewide programs to acquaint

students with the literature of music. The focus of these pro-

grams under the Provisions of Title III is on this aspect.

Design for programs in the performing arts for the State of

Washington takes into consideration the geographical distribu-

tion of population. We have one megalopolis, which you'll get

a chance to visit when you come out in 1968 to the convention,

that is really the Greater Seattle-Puget Sound area. The Seattle

Center is at the hub of this megalopolis, and it provides really

outstanding facilities for the performing arts. This is a re-

sult of the World's Fair that was there in 1962. It's really a

tremendous resource that we have. Under this program students
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from the five-county area which surrounds Seattle are served.

It is funded at a hiph level and it involves some $464,000

a year for three years, so it means $1,200,000 for the

three-year funded period. Incidentally, this three-year

funded period coincides quite well with the structure that

we have for financing at the state level. When this three-

year operation is complete it will be the end of a biennium

and we will be ready to make some commitments as far as this

program is concerned on the state and local level.

The rest of the state has smaller urban areas. A state-

wide symphony program has been developed to serve as a satel-

lite to this metropolitan center concept that we've developed.

This will provide the services of this single organization, the

Seattle Symphony, which will go into the various smaller comus

munities and schools and provide them with services. This will

be a situation in which there will be smaller centers where

people from areas surrounding will be brought, in much the same

way, but on a smaller scale than the Seatt',e-cperated project.

Complete services will be provided by this organization as far

as their resources are concerned. These will include regular

symphony performances, chamber orchestra performances, clinics,

ensemble performances, instrument demonstrations, and things of

this sort. Students will have an opportunity to sit in vith the

symphony and perform as members of a sectico and in addition have

an opportunity to perform as soloists.

A highlirTht of the project,, that we're all looking forward

to is coMbined performance of symphony orchestras of Seattle

and Spokane together with scae students from the public schools

who will be performing a work which was commissioned under Title

III. Five thousand dollars was included in the budget fOr the

commissioning of this work, which is designed to use a community

orchestrav school orchestra personnel, and a professional group.

This is being done by Morton Gould.

A statewide symphony is also funded for a three-year period

and it involves dbout $750,000. Also being planned, in addition,

is a proposal which will involve some of the other states with

the State of Washington which do not have available the

facilities or the services of a professional symphony orchestra.

When the symphou is in each of the areas we'll use the group

for community performances at the same time. These are already

scheduled and will be paid-admission performances. The admis-

sions that are charged that exceed expenses will be put into

sustaining funds. We have used Rockefeller funds to establish

sustaining funds in each of these communities that will be

served as a guarantee in case they run short in admissions.

Over this three-year period we would like to see these sustaining
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funds grow so that they can continue to support these community

performances later.

A key to the success of the statewide program in the schools,
I think will be a highly innovative program that has been
developed of in-service, pre-service, and post-service activity
for students and teachers. This material has been prepared by

a creative group of educators who are probing for ways to
analyze their audience, vays to aim the programs that they
have for maximum attitudinal effect. The group is seeking to
provide stimulation for a continued exploratorr type behavior
by students after the programs have left the area. Ar endeavor
will be made to evaluate the program and to continue to improve
these in-service, pre-service, and post-service materials which
will be developed as this project progresses.

There is another statewide program which we now have re.
ceived word of funding. This will be administered by the King
County Schools and appears to be interesting. King County is
in this five-county area served by the Seattle-administered
program. King County is serving as the agency which will ad-
minister the statewide program. ahey, however, will have no
students participating. They just happen to be next door totthe
symphcay office and very close to the opera office and handy as
far as administering the program is concerned. So King County
is running the program for a state; Seattle is running the pro.

gram for children in the King County schools. This program or
opera, which now has been funded under a $17,000 planning grant,

we expect will operate at about the same level as the symphony
program, somewhere in the neighborhood of $750,000. We have
tentatively set aside funds for the completion of this total
program of the performing arts. Studies will be made by then
of the cultural, educational, and physical activities and resources
available throughout the state. A design for a statewide program

in opera will be developed as a result. The cooperation of the
school districts which surround each one of these areas is expect-

ed. We see no difficulty here; it anpears that everyone is in-
terested in the program. We haven't had any kickbacks to date.

A principal concern will be to develop material which is suitable
for children who will be having their first exposure to opera,
Enjcyment, appreciation, and understanding of any artistic
event is bared primarily, we think, upon active involvement. In-

stead of merely telling the story of an opera, playing short ex-
cerpts and discussing the historical background, students will
be introduced to the characters and the basic direction of the

plot. They will respond in many ways, for example, completing an
unfinished plot, possibly an activity like drawing pictures of

some of the characters as they feel they should be shown, decid-

ing about the type of voice or style of singing that this charac-
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ter should use in this opera. In short, they will be responding

to the material in a creative way, depending on their individual

inclinations. In most cases theree vill be three preparatory

sessions prior to the time that the opera comes to the school,

one dealing with the creation of the opera, the second with

the aspects involved in production, and the third with developing

an understanding of what has to be accepted and imagined in order

to allow the opera really to come to life. The operational

phase of the program will also include teacher in-service acti-

vities and these will be scheduled at six central locations

throughout the state..

The choice of work as far as opera is concerned will depend

a great deal upon the facilities that are available. We are

pleased with the opera house that we have in Seattle and we

are equally displeased with the other facilities that we have

throughout the state. It's a difficult thing as far as facilities

are concerned. Once in a while, in an old school, there's

a good auditorium, but I'm sure you have a similar situation with

one or two good places and that is it. Where we do have a large

auditorium and good facilities we'll schedule a full-scale opera

such as La Boheme, which we did last year. In smaller auditoriums,

we will do somethine with a smaller chorus such as :.The Barber of

Seville. Where there is no auditorium we plan to use chaMber works

such as Stravinsky's Story of a Soldier. These will involve four

*embers of the cast and seven in the orchestra or something of

this sort. This is suitable for a cafetorium type of presentation.

Incidentally, a lot of people call these multi-use. In our office

we call them "multi-useless." I don't know if you've heard them

termed that or not. The Stravinsky will be presented in Seattle

in about a month, on March 1. Now I do not know yet who is going

to do the scenery, but this is going to be something that is pro-

jected from sketches and we believe that Picasso will do the

sketches. These will be used in the school programs. A name cast

has been lined up to kich this program off as far as national pub-

licity is concerned and we have commitments for national publicity

on the part of major magazines. Stravinsky will conduct the work, b

but I 'am not in a position to reveal the names of the cast. All

of the opera performances will be in English, since one of the

principal intentions of any dramatic work is communication with

an audience. Communities will have opportunities also for even-

ing performances at popular prices. It will be a parallel situa-

tion to the symphony performance. This program, like the others,

is designed to become self-sustaining in a three-year period.

We assume that some of this will be assumed by the state on a

matching basis, possibly with the local and county agencies. There

is some involvement, and there has been histotically, of the county

school districts in this type of activity. They've sponsored, in

limited amount, some school performances, so .it will be an exten-

sion and building of this program. We feel that as far as these
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programs are concerned, the benefit for students is very, very
high and we're starting to sec this already as evaluation is
beginning for the first year of operation in the other program.
The cost per capita is very low; we're talking about something
in the neighborhood of $*0 per student. So it's a tremendously
bood buy. To give you a little background on how these were de-
veloped, all of these projects have involved considerable effort
on the part of the local school districts, the county and state
educational agencies, and the communities as well as the
organizations which will be providing the services. An attempt was
made to get all of these people together and to cooperatively
participate in the planning of these performances.

Early meetings showed many areas of need in the school
curriculum. Music wasn't the only one, nor were the rest of
the performinifarts. The planning also showed some good creative
possibilities toward fulfillment of some of the needs that were felt.

The Puget Sound Performing Arts Project, serving a student
population of over 404,000 pupils, which is in a five-county
area around Seattle, represents over 40 percent of the pupils
in the state, has the following objectives: (1) the utilization
of specially talented persons, including artists and musicians,
to supplement the basic education process; (2) the maximum use
of the unique physical facilities which are available in the
Seattle Center complex; (3) the development of new educational
approaches to the humanities, emphasizing the relationship of one
to another; (4) the provision of opportunities for children of
all socio-economic and racial backgrounds to have significant
contacts with professionals in the arts and with one another;
(5) the provision of exemplary educational programs andcservices
to supplement the regular school program; (6) the continued
development of in-service education programs for teachers,
utilizing the special talents of professionals and the facilities
of the Arts and Sciences Center; (7) the project is concerned with
three component sections, visual arts, performing arts, and
science.

Early in 1966 word was received that the Performing Arts
component had been funded and on April 14, 1966, just about a
year to the day of the announcement of the Title III programs,
a staff of four persons began to put into operation the program
which was the result of hundreds of hours of planning.

The major initial task was the setting up of a line of
communication between the Title III office, which is separate
from the Seattle office, and the 29 public school districts and
over 140 non-public and private schools which were also involved
in the project. Of equal importance was the finalizing of a
comprehensive schedule of events that would serve all grade
levels and school districts to the greatest extent possible. Now

88



this was a tremendous task when you think about it, because
the project was funded on April 14 and a program had to be
finished that year. By the time June 6 came the bulk of their
activities had been taken care of. Although they did have
some plans for the summer, most of these activities took place
between April 17, I think, when the first performance was
scheduled. Over $275,000 was spent in these programs from
the time it was funded through that summer. Most of it was
taken care of by the June 6 date. The project had a planning
grant of $50,000, and because of a good job of planning, request
was made to transfer some of the planning funds over to the
operational grant, which was alrea4y going, and another
$30,000 was picked up there for more operations. This money
was used to continue that in the Fall and the program finished
up around Christmas of 1966, I should say the first year's
operation involved $325,000, which actually was only about
six months of school.

To give you a breakdown on the types of activities that were
carried on, they consisted of 18 concerts by the Seattle Symphony
before 45,300 students; 27 performances of Repertory Theater
for 25,000 students; 30 performances of Children's Theater, for
25,000 students; 12 performances of Festival Opera, for 11,700
students; 4 full-scale English productions of La Boheme for
11,790 students; more than 200 ensemble performances in the ?
schools; 1,000 hours of coachinr! by professions in the schools.
This turned out to be kind of the "apple of the eye" as far as
school districts were concerned. I imagine you understand much as
I did that if I am a brass man it certainly helps to get some
professional-type assistance in the schools. In addition, there
was the Suzuki clinic for about 400 teachers and 90,000 students.
Also 1,800 students received paid admission tickets to attend
evening performances, that is, repular adult performances of
these works.

The new Puget Sound pr000sal, which has just beenfUnded as
of February 1, 1967, rill continue these present programs but
will expand into new areas. Although some of these may be changed
slightly, based on negotiations that have just been completed,
there will be: two dance projects; professional story-telling as
a vital tool in learning in the kindergarten and first grade, and
an in-service program for teachers and PTA volunteers; dramatic
enserbles in the schools; emphasis on a dramatic approach to
creating an interest in other subject matter areas; and a dramatic
workshop with Reoertory Theater for serious drama students. Tn

music planned again is an opera, probably, The Barber of Seville;
chamber opera; one-act opera in the schools, presenting the The
am, of the Soldier; and symphony performances as before. One
thing that works out well [as far as] this center concept and the
satellite approach for the rest of the state is that ve can
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schedule the same performances using the same materials for
in-service, so cost is being shared between the statewide
program and the five-county prolram in regard to the develop-
ment of in-service materials for both opera and symphony.
Professional talent in music again will be utilized to serve
as coaches, guest artists, guest conductors, clinicians,
and consultants. Again professional ensemOles will perform and
and work with students. In addition vocal groups will be
added. Also to be included are some folk music and jazz
groups. Oscar Peterson has already performed in the schools.
It's really interesting to hear them ask Oscar Peterson about
jazz and hear him say "get yourself a good music foundation
before you even start to think about jazz." Planned also are
some seriota .contemporary musical performances as far as
ensetbles are concerned. We have an active avant-Parde group
in the area that will be used.

As far as teacher programs are concerned, we have a Kodaly
workshop, which is being co-sponsored by my office and the
Title III project. This will be continued in the summer in
a one-week session. The way we have this planned is that
there will be 60 people who will be participants and will
actually receive the materials. They'll get the charts, the
books, and all the materials developed in this Kodaly approach
from all the pUblishers we could secure information, In addi-
tion to the 60 people who will get the materials and actively
be involved, there will be observers, numbering about 300
music educators throughout the state. Now the 60 get paid for
participating and if necessary their sUbstitutes are paid
in order to release them to come to these sessions. During
the summer program they will also receive some kind of
honorarium for attendance at the vorkshop. The importance
we see in this "boom" in the performing arts is that it
starts to approach one of the problems that was shown in
the recent Baumol-Bowen Report regarding the performing arts.
We're going to see, I think, a continuation of these programs.
It isn't going to be a WPA-type of approach where there are
deficiencies resulting from the programs that are dropped.
We're going to see to this that these continue. I think we
have a responsibility in this area as music educators to provide
an educated audience both in terms of musical literacy and
understanding and in terms of their familiarity withthe repertory
and the literature. This is our weakest area on the west coast--
we just don't have the repertory you do heft.

The "boom" which we are seeing now represents a financial
investment over this three-yer period of $5,000 9000 in federal,
state, local, private foundation, and every other kind of money
that we can generate. This program seems to show signs of becoming
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self-generating. The greater the involvement becomes, the
greater the need for performing arts services. We're seeing
a more favorable artistic climate. This seems to be a factor
as far as attracting business in concerned. I think that
this has been proven statistically in many areas. Results of
a recent survey of businesses planning to relocate indicated
32 percent expressed a first choice interest in the Pacific
Northwest. I think one of the reasons is that some of our
companies, including major aircraft companies, use the material
regarding good schools and good artistic atmosphere in their
ptiblicity. Unfortunately, we haven't been able to get them to
participate with cash in the same relationship. This favordble
artistic climate which has been developing seems to attract
business and with it the population, and with this increased
population a greater demand for performing arts.

With these quantitative improvements we're also seeing
qualitative improvements. We have some housewives and long«.
shoremen who are having to make big decisions about whether
or not they want to play in the symphony full-time. The
decisions fortunately seem to be in favor of "longshoring" or
"housewifing" and it creates vacancies and we're able to
attract some very fine people. Some from New York and Chicago
recently came to the orchestra and we're seeing in these groups,
both orchestra and opera, a qualitative improvement in the
groups. This is good, I. think, for the schools. Now the most
important consideration, however, is that the services of these
fine professionals are now being used in education as never
before. They're a resource, really, that we've had sitting right
there all along. Just think of all the things that can be done
with the resources of a good professional symphony orchestra,
opera company, or repertory theater. Title III has helped open
up these new possibilities for us, and we hope that it has
for you also.

r4usical Ability Utilization

Although this project was instituted before Title I of ESEA was
operative, it no doubt would be funded from that area if it were
being proposed today because its purposes and objectives are akin
to those to be found in most Title I projects. Three individuals
participated in this report. Introducing his colleagues and fellow
investigators was Benjamin Chancy, whouse remarks relative to "Musical
Ability Utilization" follow:

This project was concei-ed by the late Dr. Joseph Loretan
and a number of teachers and supervisors in the New York City
School system, particularly those who were connected with junior
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high school programs. All of us, I'm sure, at one time
or another, have said to a superintendent, a principal,
or to someone in the budget department that music is ar
important part of the school curriculum because it does
everything that the cardinal principles or the aims of
education tell us they do. It improves the health, the
vocational aspect of the child's development, the leisure
time experience, and so forth. I think all of us at one
time or another have added to these precepts that taking
music helps the child to improve his academic work and his
attitude toward school generally. This is particularly true
with children who are in disadvantaged areas, children who
do not have the parental supervision that most children do.
We are sure that this is common knowledge. A child will
have a much better attitude toward school, toward his academic
subjects, and perhaps excel because of his or her participaps
tion in the music program. So this project was conceived to
prove this point. We hope it does. I may say there are
indications that it will certainly prove statistically that
this is so.

The director of the research phase of this program is
Mr. Martin Olanoff, and I'm going to ask him to give you his
ideas on the subject, his methods of approach, and some of
the problems that he has faced in working with this project
and also to explain in greater detail what this project is
doing for children.

Mr. Olanoff's comments were:

I'm working with a music project as a researcher. I dis-
guise my interest in music by saying I can't read a note
because that means I'm not responsible for music content
or anything else like that. Mr. Chancy reminded me of the
origin of the project and we've gone through many rapids
since that time. Dr. Loretan had an idea that we had a con-
siderable group of pupils who had ability, they just didn't
demonstrate it in reading or in other intellectual areas in
the school. He said let us find out what we can do with the
non-intellectual, non-academic abilities of these children.
We selected several areas to try, and music in particular
was chosen because the music program in New York has been
fairly well structured and developed. There is a major music
program which has been in existence in the junior high schools,
and I will leave the details of that to Miss Kirschner,
who is in charge of music research and music content for the
project. This was existend, so we thought we would pick for
the project those students who did not read well. We selected
those who read on an average of two to three years below
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grade and ordinarily are not given a talent program of music,
art, or drama. They normally are put into remedial classes.
The odd thing that has turned up dbout this is that current
research, including that by Samuel Kirk in Illinois, and sev-
eral others, indicates that instead of harping on the weak
points of these children and trying remedial reading techniques
or trying excessively to emphasize the intellectual, which
they have not achieved, we should go to their positive points,
go to the points in which they can achieve success. Then from
this success should develop an'acceptance of school and a
much easier acceptance of the academic objectives of education.

We had a year of planning for our project, which is some-
thing which should be included in all projects. Usually, the
projects happen with such emergent emergency that one does not
have the time for planning. We needed the planning in order to
select schools and to devise a test of probable musical perform-
ance, or musical potential. The idea 17as, among this group of
pupils who were not achieving academically, we would select those
who had the best chance of gaining success in a music program.
We were dealing with pupils who didn't read, who didn't like to
take tests, who weren't interested in this aspect of school, and
we found that none of the commercial tests were in any way appli-
cable to our situation. We vent through all of them and we
found that--we thought the children had very little experience
formally or informally with musicuthe kind of test in which
they had to use paper and pencil to distinguish between tones
played on the phonograph would not give us a valid picture of
which children had a good chance of success.

The actual objective is to increase achievement in academic
subjects in school by checking on grades, that is. An improvement
in grades, it was felt, could change the attitude of the pupil
toward school, and in teurn change the pupil's behavior in
school. The means of doing this was putting them into a signifi-
cant program, the major music program, and creating conditions
to make it maximum for achieving success in music. Now all the
fifth grade elementary pupils that were going to enter five
junior high schools were tested. The five junior high schools
were selected so that they would be representative of the total
special service population of New York City. The special
service schools in New York City, the junior high schools, in
this case, are schools in which the pupils receive a free
lunch, they have difficulty in speaking English and in general
these schools, because of these conditions, are entitled to
special services, smaller classes, more teachers, more reading
teachers, and so on. And, of course, they represent the
group of students who are the particular learning problems in
our city and represent the growing trend, because in New York,
as in other urban centers, we are getting more and more pupils
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of this kind. It's the lower socioi.economic class which is
filling our city schools and will be filling more of them.

So we picked five schools which would be representative
of the whole body and five schools in which there was a music

room sufficient to take care of this program in addition to

the regular program. We did not want to disturb the func-

tioning of the school. But we did want to add two more

music classes to each school. Of this body of pupils who

were entering the junior high schools, we tested twelve

hundred pupils in a period of four weeks with an individual

test. From this body we selected in each school approxi-

mately 120 pupils. For the 120 pupils in each school we used

a random table of numbers to assign half of them to an
active music program, half of them to a control group.
Theoretically the same conditions existed in the schools. It

was an automatic random choice as to whether a pupil went into

music or non-music.

To continue, the pupil is two years behind in reading in

the fifth grade and has little feeling of success in school.

Every time he's called upon to read he stammers and has diffi-

culty. He has more difficulty because he's called on to

read than his actual abilit7 and understanding. Many of

these pupils are not verbally intellectually inclined. They

are verbal in their own way. We found out in terms of music

that they have a considerable acquaintance with music, but how?

"Well my big brother plays the drums." "Yes, I sing in the

church choir," but this is not necessarily formal training.

"Oh we sing at home"--they had this kind of acquaintance, but

not the formal instruction. Me wanted the program to give them

a feeling of success in school in an area in which they were

worth something. For example, as soon as a child is put into

a band and is assigned a saxophone he walkg around the school
wearing his neck strap nhether he can play the instrument or

not, but he feels he is in the band. This means he has a

reason to come to school four or five days a week--to play

music. Thus by random selection, if these pupils do show a

difference in achievement, in attitude, and in behavior, we

can only attribute this difference to their being in a music

program. We don'e know yet whether this will work.

It is generally agreed that the child in the program does

show a more positive attitude toward school, does want to

attend, and frequently will be almost coerced into improving

his grades because by having improved grades he can continue

with the music program. There was a control group which did

not take music.
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In regard to project design, the first year was devoted to
working out the experimental plan of design, selection of
schools, and development of special aptitude tests. Each
school was elected to fit into the general program, to have an
adequate stuff, and allowed a chairman or an acting chairman
to wyrk with the program and to work with it on an experimental
basis, and to give them the extra two classes which were not in
the ordinary program. There is a difficulty in working with
human beings. The psychologist and educator who work with
mice and pigeons have it much easier, because the school system
changed in the middle of our planning and we went to a semi-
intermediate school and had to select four different schools.
Then we ran into something in testing which is fascinating.
We were testing young, preadolescent boys--some of them from
Negro and Puerto Rican sub-cultural groups. They have to be
men ;An a hurry and they would not sing in their own voice.
While testing them--it sometimes took five minutes to bring
a child to his own voice--you might have a boy who is a dead
monotone as an imitation bass baritone and after working with
him you came out with a beautiful contralto voice. But he had
to be convinced that we were with hir and we wanted him to sing
naturally. Now these are things that the researcher, the
psychologist, often does not take into consideration and this
is one of the principal reasons that the Seashore and the
other tests were nct good for our purposes.

In regard to the test itself, it was centered around three
principal areas. We ended up with eight items in rhythm
imitation, eight in interval matching (again imitation), and
eight of matching melodic fragments. There were practice items
before each one. Another elenent used in judgment was to have
the child sing a familiar song, taking a song which was familiar
to him and working with him. The children were given help,
but not coaching. They were tested by two musicians--one a =

music supervisor and the other a teacher from the junior high
uchools. On the basis of their judgment, that the over-all
performance of the child was either excellent or good, or
questionable, or no good, a decision was made as to whether
the child had potentiality in music. From the twelve hundred
we tested, we chose the 600 that eventually went into the
program. From the 600 ve had 120 in each school, so we put 60
into music and 60 into non-music. Since then we have con-
siderably fewer than 120 in each school because we can only use
our original group. They can only be those who were tested at
the same time and had the same chance to be selected. Some
have moved away from the school. We will have enough pupils
left at the end of the project for statistical determination but
we are taking data on them currently because we lose them every
month. We have gone through one complete year of enrollment in
the music program and started the second this last September.
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At present there are about 30 students in each school
receiving musical instruction and 30 to 35 in each school
who are in the control groups. The pl.oject music teachers

comprise twelve teachers in the five schools although each
school runs its own program. It has had to be adapted to
the practices of the school within the minimum requirement
of assuring our best chance for success.

Mr. Olanoff remarked that Louise Kirschner was assigned full-
time to the project as music specialist and research consultant in
curriculum methods and guidance. In reporting on some of the speci .

fic musical details of the project Miss Kirschner states:

This program is definitely one to show that through
major music, as a first element of success for many
students, we should provide different school attitudes; that
major music is not just a frill, it has a definite academic,
cultural, aesthetic appeal, that through success in it they
will succeed elsevhere. No curriculum is mutually in iso-

lation from any other. Nothinp is mutually exclusive.
Reading music involves many of the processes involved in
ordinary.reading such as the use of the eye span, the
recognition of similar objects, and similarity to phonics

in reading. In my own experience I have found that they do

have a carryover.

We have chosen, as far as possible, very able teachers,
some with more experience than others. The teachers prior
to the tine I was in the program had slowly cone around to
accepting these children. Normally a child who enters a music
program isn't always chosen because of his great acadenic
ability some place else. But he does evince an interest in
being in a music program and it's generally his parents who
sign the paper saying they want him to be there. Whereas
these children were just chosen at random and thrust into
something which was new to them. Therefore the teachers were
meeting with a different type of child and had to accept them.
Suddenly, they began to realize that if they changed the
attitude to one of acceptance of this child they were getting

the proper response. That was our first battle won. Now

as I began to go around I realized that these children too
had different needs and yet the needs might be universal.

In consulting T.rith the teachers I discovered that the method
books being used did not provide these children with enough of

the material they needed, for example, additional bowing
exercises for the violin, or wind exercises which the method
books did not contain. Although some teachers did Prepare
their own material, often it was not suitdble for others.
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It then became my problem to find something for a particular
teacher and to see whether other teachers could use it. As
a result I did evolve a set of supplementary exercises which
I showed to the other teachers. Those who didn't like the
material didn't hesitate to tell me and also to suggest
ways in vhich it would be more applicable for these children.
So little by little a body of supplementary material is coming
out of this. This material is based upon the fact that a major
music program should contain certain things. Mainly, and for
these children, too, is the performance of music and the fact
that for the firot time many of these children are being shown
to the public in a favorable light. They can perform and do
something that those in the bright class can't do. The
performance is, of course, always important. The performance,
as a byproduct, Is always involved with what we call discipline.
Even the fact that they must stand and sit correctly, must
follow a teacher, they're looking for guidance to somebodv.
That they are being guided and directed, and that they
work together as a team, is all very important to the children
and their element of success. A child may not be as good as
his neighbor in playing a certain phrase but when he plays
with his neighbor he helps and bolsters.him.

The function of teaching music to everybody, not just
special students, is listed in three areas according to Music
in General Education. These are skills, understanding, and
attitudes. Among the skills are not only those in performing
but also in listening to music; the ability to sing for every-
one, even the violin plaver--I might say especially the violin
player in order to develop a good ear and good intonation; the
ability to express himself on an instrument, to interpret
musical notation and understand the importance of design in
music as well as design in art; the relation of music to
man's historic development; the relation of music to other
areas of endeavor, to the arts, to science, to literature;
and the function of music in contemporary society. ContemporarY
music is around us all the time, yet some of our teachers react
indifferently to it. I once had souebody say to me, when I
was getting a group of children to create, that that's not
music. These were third and fourth year children who had had
a violin in their hands for about two weeks, but had great
interest in singing and in making UD their own little tunes,
and they composed the violin accompaniment, which vas practi-
cally open strings to go with it. And then they 'wrote their
own poetry and it suddenly came out, as the children dictated
it to me, that there was a measure of 3/4 folloved by a measure
of 2/4, and a measure of 5/4. I scanned it and it was right.

'Refer to Bibliography.
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Well, who is to say that every measure must be 3/b? Actually
one of the spirits of unrest in contemporary music is th t
we have such things. To get the children to feel this is
even more important.

The materials that I've been developing for the children
are concerned with certain things put forth originally in
the guidelines for this project, namely a feeling of competence,
of the ability to work by themselves, of the ability to make
mistakes and know that we all make mistakes but know how to
correct them. Taking into consideration their reading level,
I have been writing material which is very simple, that is
to supplement the teacher's own methodology. To explain the
different things as we come to them in music I'm trying to
grade them in a certain order myself, but the material is
so arranged that if the teacher wants to start with "number 3"
instead of "nuMber 1" as I put it, he may, because each unit
is separate. At the end of each body of material I put a little
test, which I don't call a test, but a group of questions and
I demonstrate this material in front of one of these classes
and I have them notice at the beginning "Do as many of these
as ynu can. Check the ones you can't do and then go back
and read the unit again and find the answers." I asked what
we should expect everybody to g t on this test and they said
"there's only one passing mark--100 percent!" In other
words we're encouraging them to read, to do research, to know
that we don't all remember everything at the beginning, and
to disinvolve them from this business of marks, to make them
realize that with a little more work they don't fail, they
succeed, but they may ha e to read it twi2e. In addition, if
the teacher is involved in a certain element which is directly
applicable to the lesson, and if a child is absent there
is teterial to give to him. Ue don't have this kind, so
that they can learn the background, and they can read it
themselves and develop a musical vocabulary.

I'd like to give you an idea of what some of this
material consists of. We're now instituting what we call
teacher-traini g sessions on how to apply this materisl, how
to look for additional materials, ahd what to ask for. I began
by taking a set of rounds and having them rexographed. They
now have been photostated and every child will have a copy of
them. I used rounds because T wanted to start with very simple
materials and teach everything I wanted them to know--note
values, sight singing, keys, up to and including harmony.
Having done them first for the vocal class we wanted them
for the strings, and then we vill do them for winds. Eventually
when they get to the point where we can use more different
keys with the performing group, we'll get it into a key where
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one group can sing it and another can accompany it. So they

will become a big performing group. In the actual written
material there are charts in the book so each child can

have something to write on. The piano chart...that's part

of it...every child must be familiar with this. We can't

gather them around the piano so ye use a big chart to show

the nctes in relation to the keyboard. /Tow I'm working on

a unit in scales even though we haven't got to them yet.

Sone of the background is presented in every third unit.

/ try to answer some of the questions that were asked me

when I was a classroom teacher, such as "Why do we use letters?"

"Where did the G clef came from?" etc. The material is

within the reading ability of the children with the exceptica

of new words which are part of the music vocabulary. Most of

the material is in the process of being duplicated for a tryout

but I try to do each unit on a sheet so that every child can

paste it into his notebook. He's getting a textbook. I don't

know exactly what this material will end up as, but I do

know that it's going to be workdble.

Following these presentations the floor was open for questions

and discussion. One supervisor asked: "On two or three occasions

you have used the termtmajor music'or 'minor music.' What do you

mean?" She answered: "In New York City we have a major music

program where the children take music as any major subject,

technically five periods a week. This is different from what we

call the minor or general music program, which is required music."

Another supervisor wanted to know "if you have developed or are

planning to develop an instrument for the measurement of attitudinal

change?" She indicated that the development of instruments of this

type basically was the responsibility of Mr. Olanoff; however,
nwe are going to develop together an evaluation instrument of the

music materials." Elaborating on this point Olanoff noted: "We

have developed a teacher rating form of student attitude toward

education and a separate form of student behavior in school. It

is extremely difficult to separate these two but there is a

difference even though there will be a relationship. We are

looking for any change that occurs and at present we have used

a teacher rating form on teacher attitude toward education,

on pupil behavior in school, and a music teacher rating of music

performance. We also have planned pupil response forma which will

relate to their awn attitude toward education, music, and toward

themselves in school and intellectual learning. This is in the

planning stage at present, but will be finished and administered

by the end of the spring semester." Another question concerned

whether any type of "pretest-retest procedure" had been planned.

"The particular beauty of random selection," stated Olanoff in reply,

"is that you do not need a pretest. We have pretested them on basic

musical ability and we have picked them out of the barrel, so any

results we get on the ones who are in music will be according to
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chance. We are also measuring the grades of the
major subjects, their achievements in nationwide
and we a...e checking on attendance lateness and
misbehavior in school. All of these are factors
complexion of what we are trying to achieve."

In summarizing this session, Benjamin Chancy stated: "The

program is a very important one for the music teaching profession be-
cause not only do we hope that we will have favorable results which
will be of great importance to us, but also there are byproducts
which must come through regardless of what the results will be.
Here are a few of them: the testing procedures that are being
evolved, both for selection and evaluation, are going to be
very important instruments that will be made available to all of
us; a special bibliography is being developed and tested which is
especially adapted to underachievers in academic fields; items that
are specially designed to be used with this type of student, suCh
as music materials; appreciation, and theory materials; and teaching
procedures that are adaptable for this kind of enterprise, and they
are different. The attitude of the teacher toward this type of child
is one common area that we constantly speak of today. We ran workshops
trying to develop a suitable attitude toward the disadvantaged child,
the underachiever. We anticipate now a teacher-training program to
prepare teachers for this type of enterprise. Finally, this is a
three-year project and the music phase of it will be completed in June
of 1968."

students in three
and citywide tests;
incidents of
in the general

The Juilliard Agertorx. Project

An outgrowth of the "Yale Report," the Juilliard Repertory Project
currently is involving several noted musicians who are preparing
materials to meet one of the crucial needs expressed in that study.2
In his introduction of Arnold Fish, Executive Director of the Juilliard
Repertory Project; Harold Arberg stated: 'the materials have been
developed over the past two years for elementary school children. They
were tested last year and the project has been extended for another
year to provide a broader testing base and particularly to provide
for the use testing, and evaluation by teachers and students of
contemporary music, both vocal and instrumental selections, which have
in efiect been commissioned by the project. The compose:s have been
interested in writing, many of them for the first time for elementary
grades, and this is the phase of the project which we're in now."

Arnold Fish then presented several items which were representative
of the project. He used an opaque projector and a record player to
accompany his comments, which follow:

2
The

"1

rale Report" is listed in the Bibliography.
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We have one prime function. This is to find music and we

hope to find good music that eventually will be used in the

schools. Our project is concerned with grades K to 6, and in

fact most of the music that has been selected seems to be

most appropriate at the grade 4 to 6 level. I'd like to tell

you about the mechanics of our procedures. What we have is a

rather unique situation in that we have the cooperation of

some of the great scholars in our country together with our

educators and our school systems. This is, I think a unique

trial. Sone of these scholars are Gustave Reese, medieval

music; Noah Greenberg, who until his untimely death was

providing us with Renaissance Music, a task which has now

been taken over by Dr. Reese; Claude Palisca of Yale, specialist

in Baroque Music; Paul Henry Lang has provided us music from

the Classical Period; Alfred Wallerstein, the Romantic Period;

and various contributors have been working in the contemporary

area.-Peter Mennin, Norman Dello Joio, Vittorio Giannini. Many

conposers are at work now writing some music for use. Some

have already submitted materials, others have promised to have

them in the near future, and others Characteristically say that

they are working, but I know composers better than to take that

kind of remark seriously., One more area that's covered is folk

music and Nicholas England from Columbia is in charge of that.

Mechanically what happens is that these people with their

associates are finding music that they think is not only good

quality and in good taste but is also practical for use in

the K to 6 area. Now I think it is unique to get Henry Lang,

to get Gustave Reese, to concern thennelves with researching

the entire area with which each is concerned, finding music

which is good, and at the same time useful and practical.

This has always been a top concern of ours. We hope not to get

Involved in some scheme whereby pretty music is provided but

at the same time just doesn't work at the public school level.

So we have our safeguards, our checks and balances. One is

that all music selected is sent through a board of review..

This board consists of some well kno/rn educators, who are

familiar to you, namely Louis Wersen, Allen Britton, and Sally

Monsour. They have been most helpful weeding out material which

they think just will not work for various reasons. One of the

obvious ones is that there have been some marvelous Renaissance

drinking songs which we were told just could not be done; also

the simple and practical remarks about such things as range

of voices, what instruments will be available in a school

system, etc. This is the kind of practical advice that we

needed.

A third aspect of this project is that after the music

has gone through these two phases, it is then sent to the schools

themselves. There are seven widely scattered school districts
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in the United States where the music .is sent and tested
in practical classroom situations. They are: Winfield, Kansas;

Amarillo, Texas; Boulder, Colorado; Elkhart, Indiana; Ann
Arbor, Michigan; Philadelphia, Pennsylvania; and New York, New

York. We are also in the process of negotiating with

possibly testing a few of the works in parochial schools
to see whether there is some practical use there. The first

remark that came when I spoke to someone about this possibility

was "What makes parochial schools different from public
schools? Why shouldn't we use and respond to the same material

in the same way?"

We have collected well over a thousand works. Of these

original thousand, many have nov been weeded out. Some of them
have been considered too difficult, and we've put them aside
for possible consideration at the junior or senior high school

level. We have music 'of all sorts: music for 'the classroom
consisting of unison songs, two-part songs, songs with piano,
songs with rhythm instruments, songs with sone obbligato

instrument of one kind or another. WC have an instrumental program
containing music for beginning orchestra, music for stringed
ensemble, and we have works for smaller ensembles likethe
beginning string quartet, duets for clarinets or trtmpets, or
what have you. Our attempt has been to make this material as
practical as possible.

In regard to the works we've selected, some are still
being tested. In other words we will receive reports from the
individual school systens which may say such things as: "This

piece the children didn't like," "The subject matter was dull,"

"The music was not terribly interesting," "The piano part was too
difficult," etc. We're prepared and expect that that will be
a reaction to a certain work. On the other hand the students
might have reacted quite enthusiastically to still another
piece.

What is the future of the material once it is collected?
We will be soon through with the collection and the testing will
go on probably through to the early part of the next school year.

A report will be submitted in Decenber of 1967, and thereafter,

we hope, a series of publications vill be available at nominal
costs, which will be the fruit of our work in order that this
material may be available in large quantity throu'ghout the United
States. We do not think, nor can anyone pretend to assume,
that we have the last word on the subject. We hope this acts

as a guide and will stimulate the publishers of music to re-
consider the kind of material that they feel can go into the

palications. Another fond hope is that this will act as a kind
of pilot project and a proof of the possibility of fine music
being done at the very earliest age possible.
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I recall in Amarillo hearing the children sing one of the
examples of Gregorian chant we had selected. It was interesting
when the teacher asked the students what the key was a number
of them states that although it looked like it might be C Mhjor
it certainly didn't sound like it, and possibly it then was
a mode. That idea was developed with some remarks by the
teacher on what modes were and how they worked. Response of
children to this kind of work is at first one of surprise, in
which they don't quite know what to do with it, except those
children who have actually sung the material in church. After
that their response, as a whole, is like their response to
music generally.

The question of choosing the text is a ticklish one,
especially when you're dealing with religious material. Dr.
Reese has been very careful in his translations of these works
so that in some of these chants the word "creator" comes
through without specific reference, like a non-denominational1
work, and as such is more practical. We admit that here and
there slme works could not and should not be translated and
as a result will be more limited in scope. For each of these
more unusual nieces there is also a guide for the teacher,
describing the piece, helping them to understand more fully
what the piece is about. We also have a guide to pronuncia.
tion of Latin.

In the examples of estamnies, the melody of these medieval
pieces can be played on the piano or on any instruments present,
or sung with neutral syllables. The rhythni part of these works
is what Dr. Reese likes to refer to as a reconstruction and not
an arrangement. It is based on the best knowledge we have on
the kind of rhythmic material that might be used to accompany
a melodic line of that kind. Parts for each instrumentalist
and a score for the teacher are provided.

For an intrada we have tried to make it as practical as
possible so the top line is marked to be played by violin, flute,
clarinet (transposed, of course), and oboe, should there be
an Oboe there. The point is you use what you have. One thing
that I have not emphasized, and this is a good time to bring it
up, is that we're no arranging pieces. We take the piece as
written by the composer and take the liberty the composer himself
gives us, namely that any instrument can play the top line, etc.

Another asnect of the program is, wherever possible, to
deal with music that's not readily available. If some of the
pieces are found in the general school music books, then our
tendency is nct to include them in the project because once more
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we're trying to demonstrate that there's a great deal more

material than the same pieces that have been appearing over

and over again.

We're not trying to grade these items at all, but most of

the works we've collected seem to be at the fourth, fifth, and

sixth grade level and there appears to be, after much, much

research, very little material which can be used in the kinder-

garten and first grade,

Daniel Pinkham is one of some 65 or 75 contemporary

composers who have been invited to participate in the project.

Many have accepted with great enthusiasm. We also have invited

young composers, particularly those who have participated

in some of the Ford high school projects, because they've had

kind of a first hand experience with this,

Following Mr. Fish's presentation some questions were asked.

He was requested to explain his statement that this material is for

grades four through six, "which leaves quite a gap. Did you not find

any material that was usable for the kindergarten, let's say?" Fish

replied: "I would say that we found very little material to use.

AB a research project I was purely dependent on the material that was

sent into my office. And after sending it out to the schools it

seemed that most of the material ended up in the fourth through

sixth grade level. We had hoped, of course, for much more material

covering other levels, but it seens to be turning out this way." It

was observed that: "This is one of the most troUblesome problem

areas faced by the teachers in the field. I think there will be

some disappointment if ncthing is made available to them."
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CHAPTER SEVEN

RESEARCH AND THE U. S. OFFICE OF EDUCATION

Informal remarks overheard by the Project Director indicated
that many of the state supervisors of music felt that being kept

current on the most recent developments in the U. S. Office of
Education, especially in regard to research, was one 'of the most
valuable phases of the Seminar for them. In planning the Seminar

program this was anticipated, thus Harold W. Arberg, Music
Specialist, Arts and Humanities Branch, U. S. Office of Education,
consented to bring this kind of information to Seminar participants.

Dr. Arberg began his comments by stating "This will not be a
formal talk as such. I did, however, bring along several items to
bring you up-to-date on sone of the latest publications from the
U. S. Office." He then proceeded to explain the various steps in
reorganization which have made it easier to serve the state super-
visors and others better. His remarks follow:

When visibility was first given to the arts in the
U. S. Office of Education--and at the time it was called
the Cultural Affairs Branch we were set up in the Bureau of
Educational Research and Development as it was then called,
primarily because this was where the funds were being made
available, and before the Office had been reorganized. Then

we were under the Bureau of Research, Division of Laboratories

and Research Development--Arts and Humanities Branch. It soon
became apparent that if we were going to function in an
advisory capacity officewide, Ile could not function solely as
a branch under this division within the Bureau of Research.
So those of us in the Arts and Humanities really wear two hats
in that we have a line responsibility and a staff responsibility.
We have become what is called the Arts and Humanities Program
novo within the Office of Education. We are no longer a part

of the Division of Laboratories and Research Development,
but we report directly to the Bureau of Research, but serve in

our line capacity as administrators of the research programs

which fall under the Bureau of Research.

The staff responsibility came about as a-result of the
Commissioner's directive and decision that the staff of the Arts
and Humanities Program within the Bureau of Research will also
function as advisers, coordinators if you will, for arts and
humanities activities throughout the Office. This is not a very

easy job, especially with the size staff which we have. It's under

this function that we became involved with Title III projects which

are administered in the Bureau of Elementary and Secondary Educat;ion.
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Under the Division of Educational Personnel Training,

under the Bureau of Elementary and Secondary Education, is

an Arts and Humanities Branch. This is the branch which is

administering the Arts and Humanities Institutes which are

authorized under Section 13 of the National Foundation of the

Arts and Humanities Act. There were eleven last year and there

will be approximately the same number this year. The Division

of Plant and Supplementary Centers, more particularly in the

Instructional Resources Branch, is where Title III of NDEA

has been administered, because that Title provides instruc...

tional resources, equipment, and minor remodeling. So when

the Arts and Humanities Act similarly in its largess gave

the Commissioner $500,000 to dispense to strengthen teaching

arts and humanities through the purchase of equipment by

states, it was placed in the same branch which already was

administering the equipment program under NDEA. It was the

impetus of that allocation which caused the Branch to want

to expand and to pfovide a staff person who mas knowledgeable

in as many of those fields as possible. Thomas Wikstrom now

fills that position.

I'm going to tell you about some resources whicli are

available. Let's begin with Title I of ESEA. There are some

new instruction forms for 1967 which supplement the initial

guidelines. We don't have any means in the Office at the

present tine nf knowing how extensive the supDort of music

is. Many of you would know a great deal more than we do about

the projects in your awn state. I've picked up a good bit of

information from you while I've been here. I think at some

point we have to find this out.

It was at this point that one supervisor commented: "I don't

think we'll ever know fully the extent of music because so many times

it's hidden in something else." Arberg, in reply stated: "When

you see in the budget, for example the budget messaTe published

in yesterday's flew York Times there is no way of saying how much

support music is getting Jr: the federal budget. The amount that

is going to arts and humanities is identified as simply that amount

which is going to the Arts and Humanities Foundation--$8,000,000

this year and it's estinated to be $15,000,000 for next year. In

Educational Research and Development, for example, this year it's

estimated that $65,000,000 will go into that activity, and for

1968 this gees to $82,000,000, an increase of $17,000,000. How

much of that will support research and development in music we

don't know. It depends on you and your colleagues, and your

colleges and universities, the rYU's and other enterprising

institutions of higher education. There's no way of saying

categorically the funds are there. It's up to the musicians to

pick up the ball and say this is what we want to do."

106



Continuing his revAarks, Arberg stated:

I have some of the reprints of projects unde
There's a Great Falls, Montana pilot school prc
school project in Heron, Montana, another proj
New York, etc. These are a few of the places
have been developed. You've probably seen s
publication Profile on ESEA. Ftogram Evalu
achnjatui lelications in Education, pr
L. Cook, of the School of Education, Ohio
a Cooperative Research publication, Coop
Monograph Number 17, price 450, 0E-1202
1Musical Ability Utilization," about VT
heard, might have been funded under T
funded before the passage of ESEA.
well-prepared interim reports from
by Oren Gould at Western Illinois
21322.221m, Specialized pmc_ns f
School. "Specialized programs"
children who normally can't sin

We issue oeriodic summa
humanities projects support
Cooperative Research Pros
has also supported a num
For example, the Nation
the Music Educators Na
that Charles Spohn ha
is another. Work in
supported under Tit
is really prescrib
deficiencies in c
supported under

r Title I.
ject, a rural
ct in Rochester,

where arts projects
ome of these in the

ation and Review
epared by Desmond
State University, is

erative Research
4. The New York City

hich you already have
itle I, but it was

Occasionally we get
our projects. One pOlished

University is entitled
or Singing in the Elementary

is a euphemism for teaching
g how to do it.

ries of all the arts and
ed under .research, primarily the

am, but Title VII, the media title,
er of orojects in music and the arts.

al Media Conference, under contract with
ional Conference is one, and the work

s done at Ohio State in self-dnstruction
the Elements of music originally was

le VII. His current project, which
ing specialized treatment to make up for

ertain areas of music theory, is being
the Cooperative Research Act.

One of the most important items is Research in.Education,
first published in November of 1966. It will be a monthly
publication with an accumulative index published at the end
of a year. It costs $11 a year and you can send a check or
money order to the Superintendent of Documents, U. S. Govern-
ment Printing Office, Washington, D.C. 20402. It does two things.
It gives you resumes of completed projects, which are now in
the form of reports. These final reports have been analyzed,
index do abstracted, and they are available through the ERIC
syst m. It also gives you project resumes--these are ongoing
projects. The final reports are the only items which you now
can order through the ERIC system. Obviously you can't get
thee,project reports because these are in the nature of interim
reports until they have been completed. The first half of
the book gives you report resumes. The main function of this
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monthly, color-coated publication, and the reason that

you need it is that each project is assigned a nuMber.

It is an ED number if it's a completed report or EP number

if it's a project resume. It contains title, author of

report, the number which has been assigned to the report

itself, contract and grant number, the cost of document,

a list of descriptors which have been assigned by the

contractor indexing this material, descriptors in terms of

content, and an information abstract, approximately 200

words of the content of the report. These are indexed by

institution, investigator, subject area, state, etc. There

are also resumes of the ongoing projects as well. This is

going to make the ERIC system workable for you. In the early

years the Library of Congress Ilas the only outlet. Now it's

available to literally anybody who wants it for a very nominal

sum.

Occasionally reports on some of our projects appear in

American Education. In the next issue there will be a feature

articlethis is a broadly based, national journal, not just

for educational trade--on the study which Ronald Thomas completed

last year on centers of innovation in music, grades K-12. This

project is being continued with some schools in the New York

City area, but it will be expanded to include schools all over

the nation where new materials and new approaches will be

tested.

In addition there will be institutes for training state

education department personnel in educational research,

which are going to be held this summer in three locations. If

you are interested, ask your Chief State School Officer about

the Institutes for Research Training. The EducecUonal Research

Laboratories recently had a meeting at which the possible role

of the arts in the developing programs of these regional

educational laboratories was presented. Your relation to your

regional laboratory is certainly one that you would want to

explore.

Post doctoral fellowships in research are now available

under research training. This Title IV is a tremendous

resource. We haven't had enough action in music yet in the

prospectivv teacher fellowship program. We have a research

training program also under Title IV, for the training of

researchers--a doctoral program. Again we haven't had nearly

enough action from our music departments around the country.

The University of Michigan has made a proposal and has an

approved program. !!ake an application to the Office, get it

as an approved program, and the resource will be there in your

own area to do these things. It takes a staff, a faculty,

facilities, a philoscphy and indication that you can do a job.
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That's all it really needs, and you have to demonstrate
that.

We've begun a revision of the curriculum guides,
the annotated bibliography, in which many of you were
extremely helpful in the paste Many of these have come
out. We're hoping to get some additional research help to
complete that. We will be in touch tlith each of you regarding
any new guides which you may have prepared. Incidentally,
we have an educational materials center that's set up now on
quite an expanded basis for foreign teachers as well as
domestic. We do want to get your curriculum guides. Please
know that they will be used and they will go into our
permanent collection. We also make a note of them at the
time and will include them in the revised bibliography.

One final thing. To nake the Research in Education
work through the Clearing House, through ERIC, a clearing house
will be established yet for music or the arts. It was originally
proposed to have a single one for the arts and humanities.
That seemed too broad to us so the announcement has not
gone out throughout the country to all universities and other
potential proposers that an arts clearing house will be
established this year. Funds have been allocated for it. It
will be the responsibility of such a clearing house, through
its staff, not only to review all research pertaining to a
particular field--that is what the Ohio State project began to
do for music education--but also to keer current on that
field and feed into the central office, into ERIC, announcements,
abstracts, all the rest of it as a continuing operation so that
Research in Education will not only reflect federally supported
projects but all of the private]4y, surported research which
is going on at universities, o we are simply being a catalyst,
if you will, in providing the basic machinery for its dis-
semination, but it's going to depend on each of you.
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CHAPTER EIGHT

nEUERAL FACTORS OF TITLE I or ESEA

The passage by Conrrress in 1965 of Public Law 89.10, commonly

known as the Elementary and Secondary Education Act, or ESEA for

short, has many ramifications for state supervisors of music. As

noted earlier, several of the state supervisors of music attending

this Seminar were appointed to office as a result of Title V of

this Act. Many have been involved in the evaluation of projects

under Title III, which relates to equipment, materials, and related

areas. Title I of ESEA, however, has been even more significant

because it is in this area that the bulk of the fUnds have been

placed. Many of the state supervisors of music are called on not

only to evaluate these Title I proposals for funds, which enable

culturally-deprived children to receive a better education, but also

to evaluate their effectiveness once they have been in operation,

especially as they involve projects related to music and the arts.

It was for this reason that an explanation, largely for the benefit

of new state supervisiors of music, was included on the Seminar

program. The presentation entitled, "General Factors of Title I of

ESEA," was made by Joseph Hendrick, whose comments follow:

You may not have concerned yourself at the Seminar thu3

far with relationships, or you mirht not have as much concern

as I have about them. I think there are some problems and

the emerging partnership between the federal enterprise,

particularly in the U. S. Office of Education, and the several

states and local communities is an interesting one. It is

emerging, it has not developed. You are a part of that

development. Juilliard's project is just one example of the

spin-off from this partnership. I don't sense the heavy hand

of the federal government dictating what you do either. It

sounds to me as though you've Pretty well worked that one out

yourself.

I'm under the impression that some of you are faitly

recent appointees to the state supervisor's role, and that

you just might have come by way of federal funds through

Title V of the Elementary and Secondary Education Act. I think

it's the richest program available to public schools through the

federal government, over a billicn dollars this year. If you

were hired through that title, my congratulations to you,

because of your newness in Your job and your earerness about

it, and also because you are part of this new partnership.

The strengthening of state departments of ecucation is an objec-

tive of all of us, and federal enterprise has just a handle on

it in the form of Title V. I wish there were money there, and

perhaps there will be later if a wise Congress sees fit to

do that.
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I always get a little bit concerned, though, and maybe a
little disturbed about the federal involvement in matters educa-
tional, unlike probably, most of my colleagues in most of your
communities and states. I have nct fourht against federal
monies, I have rather fourht to get them. My concern was not
whose money it was. Public education, particularly in the
large cities, so desperately needs monies that I would take
foundation funds, and private and industrial corporations have
contributed to the schools uith which I have been associated.
I've got my fair share and then some of federal dollars, and
worked at state departments trying to unlocl-, some of the state's
tax wealth. But I do get somewhat concerned that we don't get
too much involved. I'm reminded of an old Chinese proverb
which I like to cite occasionally to remind me that I shouldn't
get too much involved either. The proverb has to do with how
to govern a nation: "Do it as you would fry a small fish, don't
overdo it." I think we can overdo it.

Title V indicates that it is the state departments that
are going to assume their responsibility. I could easily develop
a case suggesting that the state departments really have not
assumed their responsibility, particularly in music and music
education. I know that your life is made up of this component
of education, and you know so much better than I do what its
import is and you've explored some areas in the Seminar that
I think a few years ago would not have been kicked around,
at least I've never heard them. It's difficult to know whether
music is somethinr that should be added to our lives and our
programs, yet to try to imagine life without music is a rather
drab thing. Then when you begin to think about youngsters
that are living lives that are economically, culturally,
socially, and every way depressed and deprived, music assumes
tremendous proportions.

The Arts and Humanities Act supports that view and while
$20,000,000 may nct be much more than a drop in the buclzet,
it's a beginning and I'm sure that you are going to work
closely with the state arts councils that have evolved and
have been established as a result of this new lerislation and
perhaps the role of music in the lives of all of us *ill
assume new significance and we will recognize that it isn't
just for recreation, although that's important; it's also for
communication, for therapy, for getting at other abilities.

Recently I read, and perhaps you know of this project, here
in New York City, I believe, of a very enterprising teacher who
built an entire program in a private school around music, and
through the vehicle of music in that small school, children
who otherwise had blocks to learning, who were unable to
navigate the deep waters of the language arts, who had difficulty
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with math and other skills and understandings, were brought
cart through music. Some original research is being conducted
in these areas and perhaps you know about these projects.

Here are a few things that might be of some help to you.
I think I've already made my first point, although I didn't
realize it, that the Office of Education does have a legitimate
concern in music education. First, it's a part of the program;
second it's a profound influence on the lives of all of us. Ne
haven't begun to scratch the surface in understanding how we
can use music as a vehicle for enlarging the individual. Some
evidence of that, however, has been given you already in the
Seminar.

The Office of Education has a legitimate concern. I might
mention a little bit about the mission of Title I. Uhat is
Title I? It is the Federal Office of Education's war on poverty.
The Congress gave about one billion dollars last year, about a
billion and a quarter this year. The purposes of these monies
were diverse, but all programs operable under Title I sponsor-
ship should have at least one purpose in mind in common and
this is to get at the problems of the deprived. Now it's
terribly difficult to deternine which grcups are the most
deprived, whether those who are economically depressed and
without, or those who are culturally deprived. I have a notion
that there's f!oing to be a second phase to the war on poverty
at some better day down the road when more monies are available,
because despite the fact that we have now about a four billion
dollar U. S. Office of Education enterprise, feeding monies into
the educational economy, you might say, it is scratching the
surface. If ve devoted a fair share of our national wealth to
pliblic education we would probably be spending five tines that
amount, and I'm a taxpayer and aware of what I'm saying. But
ye simply need to put different priorities on our national
wealth. I had a little difficulty breathing when coming in from
the airport this morning. I think we could afford to spend
a little more money in this area too. Nonetheless, Title I
offers a way to get at the economically, socially, and culturally
deprived.

The youngster who completes school today who does not have
a broad exposure to music, who finds himself in a traditional,
hidebound high school, for instance, where he hasn't the time in
this stress on preparation for college, he hasn't the time to get
involved very much in the arts, that child is deprived. I think
the deprivation is like to have a profound adverse influence
on the nation. I would develop the argument this way. I think
I could make a case for those who navigate higher education
circles and are the decision makers. They become the policy
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makers, they determine laws through their activities. They
might set the pattern of life in a community; they might lead
its government; they may have a responsibility for that stuff
we were breathing out there this morning. In other words,
they are very important people insofar as the future of this
nation is concerned. What group, then, needs the release,
the broadening, the relaxation, the therapy, the means of
communidation, all the rest; vho needs it any worse than those
for whom this may be a salvation someday? They need to under-
stand and appreciate the arts. I could make a case for this
group being the culturally deprived. SO where you put your
effort is going to be important in the future. I hope it
doesn't all go into the neighborhood slums.

Now back to the main purpose of the war on Poverty. I

think we should talk a little bit about what you might do and
how these areas are selected. As you know this is a state pro-
gram,--that is, state and local education authorities decide
howmuch of the money that is parceled out to the states goes into
into a given community. It's based upon economic criteria.
These are primarily gathered at the local level, fed into your
state welfare departments, and in turn used as the statistical
bases for distribution of Title I monies. Now there are certain
guidelines thai have been developed by the Office of Education
in conjunction with state departments and other advisers,
national councils, and so on to identify areas of need, the
pockets of poverty, the ghetto communities that have been
visibly deprived for generations. And to deal with this abuse,
which it really has to be identified as, abuse of a whole
segment of our population, monies apportioned for projects
to more nearly equalize opportunities for life and growth
and education.

Therefore you may find yourself in the position of having
to concentrate, and I don't think this is bad, so far as Title
I is concerned, those communities. Now does it follow then
that you've got to stick just to the children who are poverty-
stricken? I don't think that's the intention at all. You
use certain criteria for selecting the school of the community,
then you open up programs in that area which will influence
for good, hopefUlly, all pupils in that area. I think it is a
complete misunderstanding of Title I purposes and guidelines
to assume that because of some very specific, definitive
criteria for selection of a project area, you therefore must
spend your time and money only on those children with three
thousand dollars or less income. This is not the case. I think
the time has come when your state coordinators for Title I
have to step out and free up a little and shuck off some of their
fear and treMbling of that "federal monster." I think they're
buildine much of this prdblem and I welcome the chance to talk
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with people who will be working with Title I fUnds because they
should know better than this. If you have been misled because
of misinformation or misunderstandim7 of the purpose of Title I,
straighten these people out. There's a lot of literature on it.

What are some of the things you might be doing with Title
I funds? What are some things that you rather clearly ought
not to be doing? Well, I'll give you a couple of obvious
examples. I think it would be a waste of the purpose of this
Act to be buying band uniforms and introducing basic music
curricula that states, cities, and communities ought to be
running anyhow. That isn't the purpose of Title I money. Let's

take a city with "X" number of schools and with two or three

ghettos. A city of 100,000 is going to have at least two

ghettos. Let's say we have a music program that's many years
in the making, and it is implemented in various ways in different
schools. But in the ghetto schools we find there are distinct
differences in the music program. First of all the quality of
teaching that's available,--teaching talent, might be question-
able, and almost certainly will be a problem unless that city
has been very imaginative in the way they have dealt with
teachers. I've tried to get teachers to go into ghetto schools
and they won't go for love nor money in many instances.
Second, love of things other than the challenge that the ghetto
schools offer. I had the experience of offering to 1,500
teachers over a period of six months--there was quite a
campaign and lots of information going out--reduced pupil-
teacher ratios, teacher aides, extra educational allotments
for music, for example, extra materials for reading programs,
and you know I vas dismally disappointed in the results I got
from that plea because most of our teachers, almost to a person,
decided they'd remain 'where they were, although the need was
tremendous.

So you have prOblems in personnel in these areas, many of
you, That is a legitimate concern of Title I monies. Even

though there is a music program in the schools, you can use
Title I monies somehow to overcome that problem, be it before-
school program, concerts in the park, busing children to where
there are good activities, getting the community involved in
music education; or a whole host of things that you can and
ought to be doing in that area are quite possible and feasible
under Title I monies. Indeed the community, in order for a
proposal to te acceptable and honestly acceptable, has to be

involved. This is one dimension of Title I monies. You must
have the cooperation of your community and your school people.

What are some other things you could be doing? I'll mention

a few. Bringing music to the community in a broad sense is some-

thing you should look at. Sure the classroom is a route, and
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granted we are dealing primarily with the education of our
youth, but those children live with families and in communi-
ties and there may be more negative factors at work to rea4y
cancel out your efforts and your influence than you realize.
So use these monies to deal with that. The use of music in
drama as both an art form and as a way of unlocking creati-
vity is a route that's open to you and should be explored.
It calls for an integrated curriculum--you have to work
it out with other departments. You know this, of course, and

do it. But in the ghettos there isn't enough of this
being done.

There is another problem that strikes me as a very big
one facing public education and that is assessment of ability.
We don't really know a lct about how we learn. Although
we pride ourselves on it and for years have been very coma.
fortable in identifying the below average, the hirh average,
and the brilliant. We put them in neat little classifica-
ticas and give them numbers and all that. A lot of that
is "gobble-de-gook." We create our own criterion for
business reasons. In other words, it's convenient to be
able to put children in groups, in puddles. So we develop
the tests and mechanism for placing them in these easily
manageable groups. But we ignore the fact because it does
not necessarily follow, in fact we have a whole host of
research now that's swelling tit) that says we're wrong.
Our traditional hirrh school programs really cannot he shown
to prepare our youth better for college. That is a damning

observation, but nevertheless true. If you examine the loss
ratio in your high schools and then from your high schools
through colleges you'll find that many so-called traditional
youngsters for even success in college, which we purport
to do in the traditional high school. So ve don't know a whole
lot about what we're doing and we need to know much more about

innate ability. It has all been cluttered uD with ideas of

race, class, color, creed, and it'll take many years to re-

move these layers of prejudice. But some of them are beginning

to free up and I think music is a level. You can more nearly
assess the ability of a child through some medium which is

not threatening.

The articulation of language is a nroblen to many of

the deprived. It presents a host of problems that many of
you as teachers have witneesed in your experiences. Youngsters

come in from the ghetto. They have not had the language
experience and background that vould rrepare them to receive a

language-oriented program. Let's take a case in point. A
child enters from a middle class home. A typical vocabulary

will be three to five thousand words. He has very good
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functional use of that size vocabulary at the age of six.
Let's take a child from a home of poverty, where he hasn't
had trips, concerts in the pae:, good schools, books, maybe
television, and what is his vocabulary likely to be? Only

four to five hundred words. And we give him a program based

upon the average from the middle class family of four to ive

thousand words. Obviously, he begins with two left feet and
he sinks in a mire from that point on and by the seventh or

eighth grade we have really lost him. He has a commitment

against learning frequently. Now music is a ay, a tool for
communication and for getting at native ability. I really
think that this is a tremendous mission, music programs in
all of our schools. But we're concerned with those desilnated

as public schools. What I'm really saying is this. As I

see your function, in your sphere of influence, it is leader-

ship. The states need to exert very strong and tositive
innovative leadership and you have all kinds of ways to do

that. You do have the regional laboratories and you have the
research and development centers, of which there will be two

or three in each region. You will have universities that have
research funds and talents that they will be willing to turn

to this purpose. You have all kinds of ways of looseninp up

things in this area.

!lore of the same in the community because you've got more
money is not the purpose of Title I. General music offered

in the schools where it is not being offered is nct the turpose

of Title I. Regarding purchase of band uniforms, maybe even
instruments, there are instances when the purchase of an
instrument may be critical, certainly instruments available

to children vho otherwise would have no exposure. I can see

this vould be an appropriate purchase and you certainly have
already made use of monies in that way.

Before I close I would like to mention to you a movement
that you may not be familiar with, but you surelY will be in

the future. The Office of Education can no longer, if it ever
could, administer all of its hundred-odd programs, plus now
better than $4,000,000,000 from one point in 'lashington. This

has become increasingly clear and from a presidential executive

order down through Secretary Gardner's Office and the Commis-
sioner of Education's Office, there is a deep and firm commit.

ment to decentralizing its operations for adminictrative and

related reasons. National policy and national guidance of
federally-supported proprams will continue to be supported in

Washington and staffed there. But in the not too distant future

you will find yourself dealing with regional offices, of which

there are nine. If you don't know them, you should take verY
early opportunities to e-tablish liaison with these regional
offices if for no other reason than that all, or virtually all,
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of the state grants prograns will be administered in those
offices, so you won't have much choice. However, I would sug-
gest that several things are likely to occur. We're in a
state of flux just now. There'll be a period of time--we
have various target dates for decentralizing this program, but
the earliest that I know of is April 1 for certain state
grants programs, July 1 for higher education facilities act
decentralizations, and so on. Sometime within the next year
to a year and a half most of the programs that you know of
and will be utilizing, will be administered from the regional
offices. There your state programs will be reviewed by mY
staff or my counterpart in the other regions, will be adjusted,
responses will be made, interaction and ultimately awards and
grants will be made there. As far as developing this rela-
tionship, we will have people ultimately either transferred
from the Washinerton Bureau or hired from the field, which is
difficult today. The talent search is a tough one, but we
are doing bcth, we're hiring from outside and also bringing
in from the Bureau. I think you should know of this movement.
Several things should occur. One, lines of cumminication
should be better and shorter. You should get quicker action
and reaction on proposals and you should get quicker and
more effective service. It'll take some while to develop them,
so you will have to be patient while 'we're in this transition
stage. The alternative to decentralizing the U. S. Office of
Education is chaos, because now it's utterly impossible to
administer all of these programs there. It's no longer even
desirable to do so. The government ought to be like the
Chinese proverb puts it--not overdone. The job can be done
better by having responsive, responsible, more nearly local
flavor to your influences

In the interaction which followed between Dr. Hendrick and
Seminar participants, the first question raised was: "I'm interested
in some of your observations because I know that you view this thing
much more broadly than I do. Do you nct feel that because a great
many assumptions are being made about this child who is in the Title
I category we almost make a strange creature out of him as far as
what he can learn and what his abilities are? We might find that
part of our problem in educating these children is that we probably
have our worst teachers, who don't understand how to teach children
in these schools. What are your reactions?" Hendrick replied:
"I tend to agree with almost everything you've said. One, I think
there is a predilection for makiftl children of poverty something
sort of monstrous. But the converse is, we have something like
one out of three of our high school youth who drop out around
the eighth grade and they all have one thing in common, public
school education. Nov that suggests a look inside. When you do
you'll see sone of the things you also exnressed concern about and
I alluded to them uhen I talked about disparate use of talents in
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the ghetto areas. You'll find children having no one to really

pattern after or aspire to who is going to be of constructive

influence. Frequently this student will be deprived of this

not only in his home but also in his school, and frequently from

inferior programs, some of which are quite old. I think that's

a small part of it. The larger part of it is the real brirht

examples, positive examples, of what can be done with these

youngsters using imaginative approaches, getting to understand

them, using a language such as music, for example, that is non-

threateninr. I don't think that has even been scratched. Some

cities, some states have done a few things here, but for the

most part I don't think it's even been tapped. It's a resource

that's not even used in most states."

Another dbserved in examining Title I programs that "in

school districts where a district is particularly strong administra.

tively and organizationally, in curriculum and every other area,

they seem to be doing a verY fine job with Title I programs. In

other areas there is greater deprivation all alonp the line and

in all of these areas they seen to be having problems. How can

we aim the program in some vav to help these people do a better

job?" Replying, Hendrick stated: "I think the fact that you

posed the question has the germ of the answer within it. A number

of you were hired under the provisions of Title v, which is to

strengthen the state departments who have to deal with this

kind of disparity of talent between districts. ffeer I would

think you have the best ans-er to that by dealing in imaginative

ways with the communities who have funds available but don't

use them or make drab use of them. I could cite a city of over

two million people who virtually wasted their entire allotment

for Title I prograns last year because I went to that city and

talked with the community leaders, mayor, superintendent,

coordinators, and others. I would say it vas almost a waste

of money, and why? They lacked leadership at the state level

ant7, ability and confidence at the local level to use these

monies wisely."

A Western Supervisor asked: "Is it possible to reallocate

Title I funds that aren't used by one district?" In noting that .

it was difficult to do, but could be done, Hendrick stated that

the problem lay in the "ramher rigid methodology that has been

developed in certain states for dealing with these funds based

upon statistics, such as the nunber of children, welfare rolls,

etc. The Office of Education started working on that problem

last year and brought about some help to the states in doing

that." Perhaps Dr. Arberg has some reaction to that." The reply

by Arberg was: "I know this has been a particular problem in

Title I. There have been substantial sums of money literally

unused for lack of local initiative. I'm also aware that under

Title III there is a provision to reallocate funds, but this

has hot been needed because under that title we've had many more
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applications. I don't really know the mechanics of the

reallocation of those moniew; however, I can cite an instance

that might lead to a nore effective use of them. In one of our

major cities, whiel has a major Title I project involving music

as well as the other arts in t'le order of $1,000,000 per year,

involving all of the community resources, and as part of this

program, they took the key administrative people, including

the guidance people, for example, who sinply had sl-unted students

away from music for a lack of personal knowledge of it, and

they gave these people a real musical 'Cook's tour.' They made

certain these people knew at first hand what a musical experience

was, and this was defensible from the local standpoint. This

suggestion then is made in regard to reallocation of programs."

Said a Southern Supervisor: "You made some statements con-

cerning basic music education projects which may nct be the type

to be submitted for.Title I. However, I'm very concerned about

this especially in school districts that for so long have

neglected any type of music education for the students in that

area. Would this nct be a case for basic music education?"

Hendrick cautiously added: "Perhaps. I think I should simply

sound a warning that proposals to merely fill a basic program

probably are not going to be looked upon with favor by Title I

administrators because the purpose of the Title is to deal with

the economically depressed and denrived as they are found in

these districts. TIov you nay find a whole district that is in

that condition, therefore, it is entitled to a larger share

of the state monies,"

To close the session a supervisor suegested that brochures

"from the department in the future give more attention to defining

what a priority really is because I suspect that music has not

been as productive as you would like to have seen it and that

this perhaps could have been the case for some readinr courses too.

Yet there is more towards reading, perhaps, in the U. S. Office of

Education than towards music." I think that is more of a

reflection of societal values generally," answered Hendrick, "and

you and I are kind of specialists in a vay because we don't

reflect necessarily suggested societal values, but we bring to

society some other values that ye have learned or have intuition

about or training and skill in. I would only answer your question

by saying as a practitioner a year ago I used Title I monies and

the first project for which I used then was a concert in the

park. It was approved by my board and is now in its second year.

It was approved by my board and is now in its second year. Now

whatever the nriorities were, that was the priority that I nut

on it in that community and we had. two ghetto groups that were

involved in such programs and it went through the summer."

119



CHAPTER NIKE

MASS MEDIA AND THEO EFFECT ON CULTURE

MUsic educators and others in the public schools are beginning

to find out, if they have not already done so, that mass media are

exerting a very definite influence on educational principles in to-

day's schools. Who, for example, could now imagine going back to a

world without television? This instrument of mass media can either

be an influence for good or evil, and this is readily accepted by

educators and parents alike. Sociologist Ernest Van Den Haag orig-

inally was scheduled to appear at the Seminar to present his views

in the area of mass media. Unfortunately illness prevented his

attending. He did, however, give permission to have a paper of his

reproduced especially for use at the Seminar. Had he attended, it

would have served as the point of departure for the interaction which

ensued relating to his article, "Reflections on Mass Culture," which

follows:1

Ay and large, people seriously concerned with mass culture

fall into three groups. There is first a nucleus of artists

and literary men, supported by a few theoreticians. They feel

isolated, alienated, submerged and pudhed aside by mass culture;

their hopes are dim and they detest it. The literati and the

theoreticians are opposed by another group--the practical men,

who have decided it is their duty to work for the mass media

in spite of the opulent salaries pressed on them. Sedulously

aided by academic fellow travelers, they resolutely defend

popular culture and their own sacrificium intellectus.

The third and largest group stays squarely in the middle,
although for motley reasons. Met sociologists are located
here; they have been taught that to be anywhere else, partic-
ularly when cultural matters are involved, is unscientific.
Besides, many of them lack the trained sensibility that would
discriminate between, say, English prose and their own writing.
Liberal philosophers, on the other hand, have investigated the
impossibilities of justifying value judgments for so long that
they regard anyone criticizing mass culture for moral or aes-
thetic reasons as bold but aive. There is no evidence: they
seem to say, for practically .. view; hence, let's close our

eyes and discuss methodology. \

1
This article originally appeared in the American Scholar, Vol. 29,

No. 2, Spring, 1960, and was reproduced by permission of the author

expressly for use at the Seminar in State Mnsic ftervision.
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With all that, liberal philosophers seem to stress, some-

what unilaterally, the lack of evidence for negative views of

mass culture. Perhaps they feel uneasy with rejections of mass

culture because of political fearsmisplaced ones, in my opin-

ion. They seem unable to free themselves from the suspicion
that a rejection of mass culture implies a rejection of the

masses (although the contrary is no less logical) and is, there-

fore, antidemocratic. However, this is a non sequitur. One

might think little of the cultural capacity of the masses.but

not therefore of their political capacity.4 But even if one

thinks little of their political competence, one might still

feel that there is no reason why they should not suffer, benefit

and possibly learn from its use (and no more is needed to argue

for democracy). Finally, although one might be somewhat pessim*
istic about the masses, one might be even more so about the

pcaitical capacity of restricted groups. At any rate, neither

mass culture nor objections to it seem to promote specific pol-
itical views: fascists and communists, often as liberals, favor

mass culture, although they occasionally borrow same phrases

from its opponents.

Historians, who of all men might be expected to discern
the uniqueness of mass culture, seldom do. Mhen they pay heed

to mass culture as a historical phenomenon, they seem to take

the wrong cue. Thus, Stuart Hughes recently observed, in a
perceptive paper, that "our students yawn over the classics"
because they have i'very little to do with their lives." He

implies that we might as well forget about the classics. This

seems odd. Students have always yawned over the classics--only,
in times past, teachers were not so sensitive to their own
popularity rating nor so eager to entertain their students as
to be willing to drop the classics. They dropped some yawning

students instead and kept the interested ones. An immature

mind cannot understand the classics; and it matures, in part,
by learning to understand themor, at least to know them so

that they may be understood later. Students brought up in an

age of rapid technological change may be convinced that liter-

ature, like machinery, is subject to obsolescencea conviction
some teachers ahare or dare not oppose enough to crack the

shell. Perhaps this is what malas the classics seem irrelevant.

Yet the classics, if truly classic, cannot be irrelevant,

for they deal with sUbjects relevant to the universal human

predicament in ways to be re-experieveed perennially. Of course,

it is possible that we have become irrelevant to the classics:

if our lives have lost all meaning, then no literature worthy

2Conversely, I have not found cultivated people to be politic-

ally very sagacious. (I'd prefer to entrust my political des-
tiny to farmers or workers rather than to professors as a group.)
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of that name can be meaningful to us. For it is the possible

meaning of human life that classic literature explores; and

we cannot be interestea without any experience of meaning and

style in our own lives. If we have no such experience, then
entertainment bereft of meaning--diversion from boredom, time

killing, mass culture--is all that remains. In this case, the

relevant must become irrelevant, and only what is irrelevant to

begin with can be absorbed. But I'm not yet willing to give up

altogether. Under favorable conditions, the study of literature
helps us see the possibilities of mants career on earth.

While same are ready to yield to those bored by high cul-

ture, others are convinced that the mass media can serve,
indeed do serve, to bring high culture to the masses, and that
in doing so they justify their existence or, at least, render

an important service. Popular magazines may have authors such

as Norman Vincent Peale, the argument goes, but don't they also
publish an occasional uncensored article by Bertrand Russell?

They do. However, a piece by a major philosopher does not make
a philosophical magazine out of Look--it may make a popular

journalist out of the philosopher. In the stream of, at best,
diverting banalities, the worth-while piece tends to disappear
without impact. It may seduce a Russell to lower his standards
and write more sudh pieces, becoming less worth-while and more
acceptable in the process. It won't lure Lodk readers into the

Princiai Mathematica. Mass culture can be decorated with high
culture pieces without being otherwise changed.

Note further that Russell's opinions are not offered to
look readers because of their intrinsic merit; they are of-

fered because they ere his opinions. Russell is by now a
public figure, wh.lch means that he can be published without
being taken seriously. Had I written the same words, I could
not have broken into Look, precisely because people might have
taken the utterance seriously instead of gobbling it up with
the rest of the fare, while capttvated by the utterer's fame.

Not everybody defends the mass media as vehicles that
bring elements of high culture to the masses. Sbme depict the
culture of the masses, articulated by the mass media in their
normal offerings, as superior to high culture to begin with.
Thus, one of the mass culture's most faithfUl admirers, Mr.
Gilbert Seldes, recently explained that be thinks more highly
of Charlie Chaplin than of Marcel Proust because the former
has brought more happiness to more people than the latter.
Now happiness is hard to measure, and I am not sure that it
makes sense to compare the feeling of a person reading Proust
to that of another seeing Chaplin. We may grant, however,
that more persoas have been amused and diverted by Chaplin
than by Proust. Still more people are made happy or are
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diverted by whiskey, apple pie, penicillin, Marilyn Monroe or,
perhaps by a movie that Mr. Seldes and I might agree is thor-
oughly bad. In short, making people happy is a criterion only
if that is what one sets out to do--and I doubt that this was
Proust's purpose or the purpose of any serious writer. Surely
more persons enjoy Rodgers and Hammerstein than Bachmore
enjoy Liberace than Glen Gould. Ry definition, popular culture
is enjoyed by more people than high culture. Mr. Seldes1 view
wtuld sanction the elimination of art in favor of entertain-
ment--high-class eatertainmento at best.

And this is precisely what I am afraid of. Mass culture
demands entertainment and so extravagantly rewards those who
provide it with money, prestige and power that serious artists
become isolated--and tempted. To be sure, such tendencies have
always existed, but they now prevail. The strength of the of-
ferings of mass culture, compared with those of art, has risen
immensely, and the dividing line has been blurred.

The chances for the values of mass culture to be inter-
nalized in childhood also have greatly increased, so that what
I have described as temptation is uot felt to be such, but on
the contrary, as the due reward for well-directed, talented
efforts. The view held by Mr. Seldes in all innocence is wide-
ly accepted by less articulate persons. It is a very basic
American view, a naively pragmatic and philanthropic view that
refuses to recognize what cannot be tangibly measured in terms
at once hedonistic and altruistic.3 The measurement for art
thus becomes the nuMber of people made heppy--and as soon as
this becomes the end of art, art ends.

The answer to those who oppose pessimistic views on mass
culture lies here. They argue that there is no evidence that
the masses are culturally worse off. (I suspect they are far
from well off, but comparisons are nearly impossible.) As far
as the elite is concerned, they ask what prevents it from being
as creative as ever? Why can't it coexist with mass culture?
Haven't there always been several coexisting levels of culture?
Can't we have a pluralistic society?

3When the Puritan American heritage collided with the more
hedonistic attitudes of later immigrants, an interesting fusion
resulted. Pleasure, the Puritans implied, is bad; sacrifice,
good. The immigrants wanted to pursue happiness. The resulting
attitude is: the pleasure sacrificed and given to others is all
right, as is the happiness shared and given. What is bad becomes
good if it is not enjoyed by oneself but produced for others.
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This reasonable argument overlooks the historically most
distinctive and important characteristic of mass culture: the
daminant paver of the mass of consumers over production, public
opinion and p:estige. The elite in the past was sufficiently
isolated and protected from the masses (Which, properly speak-
ing, did not exist as sudh) to be dble to cultivate its own

garden. And the mass market (hardly in existence) had nothing

much to offer. Further, power, income and prestige distribu-
tion being what they were, the masses had no desire to impinge

on the culture of the elite; on the contrary, they made room

for it. At any rate, if they had elfish to participate or
encroach, they had no way of making their demands felt and of

articulating them. (Even political revolutions, before Hitler,
were led and inspired by members of the elite.) But this has

changed. We all now cultivate cadh crops in market gardens.
Mass culture is manufactured according to the demands of the
mass market. NO indemident elite culture is left, for mass
culture is far too pervasive to permit it. Cultivated indiv-

iduals and islands of high culture remain, of course. But

they ars interstitial and on the defensive even when admired
and respected; indeed, then more than ever, for they easily
may be "takin up" and typecast. The intellect when alive is
not part of our social structure, nor does it have its ovn
domicile.

A convinced egalitarian may ask, so what? No more elite,

no more high culture; but the great majority of people--who
never belongedhave what they wish. To be sure, most people
never were, are not now, and are unlikely ever to be interest-

ed in high culture. Yet, it does not follow that high culture
is unimportant. Its importance cannot be measured by the
nuMber of people to whom it is important. Political issues

may be decided by a majority vote (or, at least, by letting
the majority choose who is to decide them). This is not a
good way, but nevertheless, I think, the best available.

However, the analogy between political issues and cultural
issues (or, for that matter, moral ones) is inappropriate.
Political issues, by whatever means they are decided, require
collective action. Taxes cannot be levied only on those who
feel they benefit proportionately fram a pattern of public
expenditure, or on individuals who are willing to vote for them.
With art and literature it is otherwise, or it was. They could
be cultivated by intellectual elites, without mass participar.
tion. This is becaming less possible every day. Mass culture
threatens to decide cultural issues by a sort of universal suf-
ferage. This is a threat to culture, not aa occasion for re-
joicing. For once cultural issues are regarded as indivisible,
the majority viaw will prevail--and the majority prefers enter-
tainment to art. Yet, unlike properly political matters, cul-
tural ones do not require collective action, but rather that



the mass of people and the law do not interfere. Culture

cannot be created by political actions, although it can be

destroyed by them. (The support of social groups is required,

of course, but not that of society--or of masses--except inas-

much as it makes the existence of the social groups possible.)

There would never have been any serious hrt, philosophy or

literature if a majority vote had decided whether a given work

was to be created and presented.

Yet, even if these things are important only to a few ;eo-

pie, they are the best and most important people, the saving

remnant. Actually, the:a things and these people are important

even to those who ignorantly sneer at them. Sudh feelings as

love, such experiences as wit, beauty or moral obligation, or

styles of congress, housing and living--all, however degenerate

they may become, are brought into existence and elaborated by

artists and intellectuals. Without them, life is formless.

With them, there is, at least, a paradim. The most common of

human experiences and the most trite still depend on artists

and intellectuals to become fully conscious and articulate.

EVen the silliest entertainer and his public are part of, or

are parasites of, a long line of creators of cultural expres-
sion--artists, philosophers, writers, composers, et cetera.

For as Bernard Berenson suggested, "Popular art is always a

derivation from professional individual art." Just as the

technician depends on pure scientists he may never have heard

of, so civilized nations in general depend on the creators of

cultural expression--intellectuals and °artists. The relation

of the cultural elite to the masses may be compared to the

relation of the saints and the cloistered to the faithful at

large. Or, the cultural elite maybe compared to the play-
wrights and the antors on stage, whose words, actions, costumes,

and settings are of significance to the spectators across the

footlights) even though they are but spectators.

Although few people become outstanding mathematicians,
scholars and artists, or understand what these are doing, soci-
ety must permit those Who cultivate sudh activities their separ-

ate existence or cease to be civilized. And the loss and de-
generation of civilization injures everyone--the living and the
unborn generations for whom we should hold in trust their right-

ful heritage. It is not enough, either, to permit some indiv-
idual specialists to go their way. We need an intellectual and
artistic elite (joined, of course, by merit) supported by a
necessarily restricted and therefore discriminating public,
both with reasonably continuous traditions. If this elite is

not allowed autoncmy and self-cultivation, if instead it is

induced to follaw mass tastes and to cater to them, there can

be no cultural creation. We may parasitically ring a few

changes on the culture of the past; we may find ways to

entertain ourselves; but we won't have a style and an experi-

ence of our own.

125



I should not object to cultural pluralism--to mass culture

coexisting with high culture--if it were possible. (Folk cul-

ture is long dead--although many people don't know a zombie

when they see one.) A universally shared high culture is: of

course, absurd and self-contradictory. This may sound snobbish,

but I didn't make the world; I'm merely describing it. Talents

as well as intelligence and sensitivity to various values are

differentially distributed. We are lucky if 1 or 2 percent of

the population can be creative in any sense and 15 or 20 percent

cultivate some sensibility. The remainder benefits indirectly.

The trouble with mass culture is that in various direct

and indirect ways it tends to make the existence of bigh culture

impossible. In our eagerness to open opportunity to everybody,

we have greatly diminished the prizes available to anybody.

Good wine is hard to cultivate when it is habitually diluted

and we are brought up to be indiscriminate. We might do well

to abandon the sterile and injurious attempts to "improve" mass

culture, for its main effect is to debase culture by Ibringing

it to the masses." What we must do is to bring some gifted

people--not masses--to high culture. We must concentrate on

finding ways to save and to transmit high cultwe independently

of the culture of mass society. W. own view is pessimistic.

I should like nothing better than to be proved wrong.

The Project Director presided at the session which was devoted

to reactions to this paper. In his introductory remarks he stated:

"This article, like many others, has some implications for music edu-

cators. You don't have to read between the lines to find out what

they are. I would like to get a few reactions now to this article."

One supervisor stated: "There is, of course, a lot of derogatory

emphasis in here on masa culture, but as I read articles of this

kind by people involved in sociology and so on, I wonder if they are

taking into consideration this area that all of us are so much con-

cerned with, and I suppose you might consider it forced feeding, but

what we are realy trying to do through, as I see, the Suzuki program

and things of this kind, is a little forced feeding of high culture,

if you might call it that, in whiCh we're trying to jump the gun,

making some real haste here in setting an environment of high culture

for children. Now we can only do that so long as parents are interest-

ed and will look upon our music programs as something educationally

worthwhile. I think they will accept the high culture that's in

here and I don't think we necessarily need to accept what he's calling

here the low culture or the middle culture."

Attention was then called by the Project Director to the section

where happiness is discussed, and he pointed out tbat "sometimes as

musicians we take a different point of view. I think he's trying to

tell us that making people happy is not necessarily the range of cul-

ture. I don't think this is any different from what we have contended
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all along in music." Responding to this, another supervisor said:

"I think he has a way of making things black and white. I have a

feeling that while we're so busy looking for aristocratic backgrounds

and mass culture today, we forget that there is not all new culture

everywhere around us, neither middle, high, nor low that we ought to

be looking at." Elaborating on this theme, a supervisor indicated

that he was "concerned not about his (Van Den Haag's) references to

mass culture because he may or may not be protesting loudly. I'm

concerned more about this untouchable, revered elite that he refers

to in the article, who appear to be appreciated by the elite, and

appear to be only a part of the elite, and should not be tampered

with or should not be diluted, as he refers to it, in any way. The

question in my mind is that the problem we have had in the past of

the elite proposing the elite is something, I think, that he is

crying out against, which I personally think is one of the good

things that's been happening. We have prevented the elite from pro-

moting themselves only on the basis of the fact that they consider

themselves elite and untouchable. We really have made the artist

moi.e responsible for what he does, not just saying 'I'm an artist;

leave me alone. I'll do as I please. But the artist has been

forced by, call it mass culture or whatever you will, to come down

off that and talk to people about what his art is and be responsible

for his art.

The Project Director then observed that John Hightower had al-

luded to this when he referred to the "facade sometimes involved with

certain groups. He mentioned the Philharmonic and Metropolitan Opera

on certain nights, to cite goad examples of people who obviously go

there for the purpose of getting in the New York Times Society Section

the next day rather than going for the culture. 1 think this is what

Professor Van Den Haag is alluding to in this regard." Another super-

visor stated: "Most of us, I presume, have some contact with the arts

councils or commissions on the arts in our states. I was slightly

preoccupied during the meetings to feel that we are dealing here some-

times with a group which does possess a particular attitude toward the

arts."

Another supervisor added: "The term 'malecingpeolAe happy' bothers

me. Can we make people happy?" The Project Director replied: "Well,

I'm afraid you're getting into a problem that a psydhologist would

want to argue out with you. It's like the classic example of same of

my physicist friends who argue whether or not there is any sound when

a tree falls down in the forest if there is no one there to hear it.

It's that same type of problem that we're involved with here." The

supervisor answered: "To ne, making people happy implies something

physical, when actually it is preparing them to be happy, and if they

want to be it's a personal choice."

Discussing culture further, West Virginia's Supervisor abated:

"One of the most impressionable things about the West Virginia Arts

127



Council has been that it's concerned with bringing varied cultural

arts performances. It is just as concerned about preserving the folk

music that's indigenous to the state and calling attention to this

music and the instruments upon which it is played. We sometimes cast

an image upcn certain types of music. I wonder what the impression

would have been if this music had been performed by Montoya or

Segovia, which would have been a little different image of the same

music."

Turning to another part of the article, a supervisor remarked:

"I'd like to direct attention to a specific group of three sentences

which, if this is a published document, we'd better take a very

close look at: 'Talents as well as intelligence and sensitivity

to various values are differentially distributed. We are lucky if

1 or 2 percent of the population can be creative in any sense and

15 to 20 percent can cultivate some sensibility. The remainder

benefits indirectly.' If this is a statement of fact, as it appears,

I think we either need to challenge it very strongly or probably

quit our jobs, because I can't lielleve that's true." The Project

Director replied: "I don't know whether this has eny scientific

basis or not, but obviously it's Professor Van Den Haag's observa-

tion. It may not have implications for us, but it's something to

think dbout anyway." Continuing this trend of thought, another

supervisor said: Ile saw the beginning of a dichotomy like this

two years ago today. When the Yale report first came out, we saw

these strata with the wall between them, we being a lower stratum

of educators and the implication being that the artists and musicians

were going to take hold of us and shake us into giving better types

of music to our school children. We are aware, as evidenced by the

report given by Arnold Fish, that the gap has been Lzrrowed someWhat.

I hope tha individuals who have chosen this repertory have found that

it's just not the easiest job, but it may be possible." Suggested

another: "This statement is based on a kind of yardstick that's

been developed. I remember seeing it in one study put out by

Hastings House on various kinds of creativity. I think it was a

conference in New York a few years sgo. There were five levels of

emativity more or less defined. The very highest, most intense,

difficult level placed people like Einstein, a completely new idea,

new thinker hind of Approach. This was a very high kind of creative

ability and I would suspect that this is what he means by creativity.

Then, coming down was the development of somebody else's ideas in a

new way, and then something very creative to the child in the new

way that he expresses himself in what looks very elementary to him.

I would just brush this off as that kind of statement, because other-

wise I don't think it makes sense."

In his closing remarks, the Project Director stated: "I would

be inclined to agree that the sociologist defines ,:reativity in a

little different sense than the musician does."
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.CHART:PR,;TEN

SUIIIIARY, CONCLUSIONS , AND IMPLICATIONS

Because of the nature of this project, the investigator

has combined the three aspects listed in the chapter heading

into one concluding chapter. The substantive account of the

Seminar in State Music Supervision, which is recorded in the

chapters previous to this one, suggests that the summary lo-

gically should be followed by conclusions and implications.

Summary

The Seminar in State Music Supervision was held at New

York University's Loeb Student Center in New York City,

January 24-26, 1967, basically as a follow-up to the August, 1965

Washington Conference on state music supervision. During the

intervening 17 months following the Washington Conference the

ranks of state music supervisors swelled in a rather phenomenal

manner, suggesting that the new appointees could derive inestim-

able value from a gathering such as the New York Seminar where,

through interaction, they could learn about techniques from their

peers which would enable them to function more efficiently in

their positions. Invitations to attend the Seminar, with expenses

subsidized by the project, were issued by the Project Director to

the 36 states which employed a person in music or the humanities

at the state level. As a result of this invitation 32 states

sent representatives. In addition, the Territory of Guam was

represented, at no expense to the project. Throughout the

Seminar position papers were presented by consultants who in

turn moderated the interaction which followed.

"The State Arts Councils Uovement" was the title of a

position paper that was presented by John B. Hightower, Executive

Director of the New York State Council on the Arts. He noted

that each of the 50 states now has a state arts council, although

some arc more highly developed and more ambitious than others.

Subsidies channeled through these arts councils have made it

possible for audiences all over a state to attend local performances

of symphony, opera, drama, and other cultural arts which normally

are reserved only for those living in metropolitan areas. The

New York State Arts Council, in addition, has provided technical

assistance to various groups in the form of ways to organize a

non-profit organization legally how to sell tickets at the box

office, and definition of the responsibilities of the Board of

Directors, to mention a few.
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Not une:Tectedly, although each state department of

education is governed by so.le individual policies which may

be different from those in effect anywhere else, there are

enough general acLainistrative procedures which are common

to suggest that a discussion of the:a could be helpful to statc

music supervisors, both eNperienced and ine::perienced. With

this premise in mind, William H. Flaherty, Deputy Commissioner

of Education, Connecticut State Department of Education, Hart-

ford, presented a position paper entitled "The Chief State

School Officer and this Relationship to the State Nusic Supervisor."

Flaherty noted the changing concept and philosophy of duties of

staff members as evidenced in these titles: compiling agent,

inspector, supervisor, and consultant. Regarded as important

are five leadership responsibilities: planning, research,

consultative services, public understanding, and in-service

education. He also noted five of Paul Nort's principles of

adaptability which are significant for state education depart-

ment personal: judgment, prudence, stability, fleNibility, and

responsibility.

One of the significant areas for discussion, quite

naturally, related to the "Role and Scope of the Office of

State Uusic Supervision." G. Lloyd Schultz, Chairman, National

Council of State Supervisors of Nusic, suggested these sessions

which centered around four topics: duties and responsibilities,

suggestions for newly-appointed state supervisors of music,

dissemination of current knowledge of music teaching, and

certification. The state music supervisor, it was observed, is

the individual who largely is responsible foOringing about

whatever improvements in music education aresnecessary in his

state. His duties essentially are centered in the eight areas

of responsibility listed by Schultz: consultative and advisory,

in-service and curriculuza activities, promotional and public

relations phases, selection and evaluation of instructional

materials and equipment, research, administrative and operational

activities, professional development, and teacher education and

certification. Areas of concern were stated as: string instruction,

music history and theory as a part of performance instruction,

participation by boys in all phases of music, programmed learning,

the use of professional musicians and problems of certification

for them, problems dealing with federal projects, the music teachers

responsibility in community projects, the place Itif,4therBroadway

musical in the vocal music curriculum, the place of the general

library in the music program, the relationship of special to

general supervision,
relationship to other organizations which

are trying to stimulate music education and recruitment of

future music teachers. The importance of the state music super-

visor's keeping his constituents informed through the medium of

the state music educators journal was emphasized by Ale:t Raley,

Director of Music, Columbia, South Carolina City Schools.
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Changing patterns and concepts of certification were pinpointed
by Marjorie N. Coakley, State Supervisor of Music, Ohio Department
of Education, Columbus. One of the probleus faced by the coumittee
chosen to evaluate and revise certification requirements for
music teachers in Ohio was to discover variations in the inter-
pretation of current standards. Another concern was with the
competencies which are needed for those who will be teachirig
music in the immediate future. A third was to determine which
compotencies should be guaranteed by certification requirements
and a fourth was to locate schools where innovative practices
were being developed. Committees were then formed to work out
specific competencies needed by all beginning teachers in the

following areas: Music Literature-Cultures (history), Basic
Musicianship (theory), Performance Competency for Teaching
(applied music), Educational Insights and Techniques (methods),
and Music for the Classroom Teachers.

Music has not:been bypassed in the growing rush which many
disciplines have made toward automation. Realizing that a state
supervisor of music soon Llay be implicated in data processing in
his own state department of education, arrangements were made
to have two position papers presented at the Seminar. George W.

Logemann, Coordinator of Computer Sciences, Institute for Computer
Research in the Humanities, New York University, discussed
"Introducing Digital Computers," and Jan P. LaRue, Research
Consultant at the same Institute, offered "Computer Aids to Music
Educators." According to Logemann, a computer basically is a
switching mechanism to manipulate symbols consisting of letters,
numerals, and special signs. The computer bas a memory area

where data may be stored. Through appropriate input and output
procedures answers to questions may be received. Music requires

a special kind of symbolic language or code because notation does
not fit into the literal or numerical scheme normally utilized by

computers. Jan LaRue has postulated a .'rule of three" by which
items that will be used three or more times are generally considered
worthy of automating. Personnel lists, records, grading, and
testing are areas in which the computer may be used in a practical

way. Assignments with instantaneous computer comment and/or
correction is a good possibility for the future, according to
LaRue, and computer sound generation is another. Terminology and
computer science, however, are already ahead of what musicians
generally are prepared to do with the computer.

Realizing that state supervisors of music like to be kept

current on research which has implications for them, interim

reports on three federally-supported projects were given at the

Seminar. One was a typical ESBA Title III project which includes
music, another was research which is similar to Title I of ESEA,

and the other a project related to music education in general.
James Sjolund, Supervisor of Music, Washington State Department of
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Education, Olympia, reported on "Title III Performing Arts

Project for ruget Sound." Among the compositions featured at

a Seattle festival is Stravinsioy's Story of a Soldier, with the

composer conducting. The per capita cost for bringing cultural

events to the 404,000 students covered by the project is only

$1.40 per student. Musical Ability Utilization" is a project
which was funded before Title I of ESEA became operative, but

very likely vould be funded by that title if it were proposed

today. Presentations were made by Benjamin Chancy, Acting

Director of Music; Martin Olanoff, Project Research Director

Louise Kirschner, llusic Research and Curriculum Specialist,

New York City Beard of Education. Chancy noted that the

teaching procedures, materials, and evaluation techniques being

evolved have great import for music teachers who are dealing

with underachievers. The fifth grade children chosen for the

project all were disadvantaged, but those who it was believed

could succeed in music as a result of tests which wrere given.

The 120 children who eventually were selected in each of five

schools were assigned randomly to equal-sized control and

experimental groups. Success in music was used as the spring-

board to bring about better aLtitudes toward school and eventually

to improve academic achievement. The Juilliard Repertory Report

is concerned with locating, evaluating, and disseminating good

music which generally is not being used nou in grades K-6. Uost

of the one thout.and or more works collected thus far seem

appropriate for grades 4-6 and very little material has been

received for the lower grades, noted Fish. The materials

collected are all submitted to the following tests: passing a

board of review, meeting criteria of tests: passing a board

of review, meeting criteria of appropriateness for public schools,

and evaivation o2 materials in the classrooms of schools in seven

cities scattered throughout the United States.

The most recent developments in the U.S. Office of Education,

especially as they pertain to state music supervision, were

related by Harold W. Arberg, Nusic Specialist, Arts and Humanities

Branch, U.S. Office of Education. He listed some of the cities

which have Title I ESEA projects related to music and projects

under other titles funded by federal funds. Research in Education

was pointed out as the significant new publication which was

important to state supervisors. Hention was also made of the

ongoing revision of the annotated bibliography of curriculum guides.

Title I of ESEA essentially is concerned with providing
culturally-deprived children an opportunity to receive a better

education. Joseph Hendrick, Regional Assistant to U.S. Commissioner
of Education, New York City, discussed "General Factors of Title I

of ESEA." He emphasized these points: the U.S. Office of Education

is concerned with music, music has a profound influence on the lives

of everyone, cultural deprivation can affect this country adversely,
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and Title I should be used for the good of all pupils in a

school, not just the poverty-stricken. The decentralization

of the U.S. Office of Education into nine regional offices also

was noted. Since most all state grants programs will be admin-

istered through these offices, the state supervisors of music

need to be aware of the locations for their respective regions.

Title I proposals which are related to music must make new uses

of music as a uedium in teaching in order to be acceptable,

observed Hendrick.

A discussion of "Mass Media and Their Effect on Culture"

was moderated by the Project Director. Ernest Van Denliaag,

Sociologist at New York City's New School of Social Research,

originally was scheduled to present a position paper related to

this subject but illness prevented him from attending at the

last minute. The item was reproduced for distribution at the

suggestion of Van Den Haag and served as the basis for inter-

action related to this topic. Concern was expressed over a

certain group of the untouchable elite who seem to formulate

policies which often are detrimental as they relate to cultural

matters. Another was that creativity as defined by the sociologist

and by the musician do no not necessarily mean the same thing.

Conclusions

As a result of holding and evaluating the Seminar in

State Music Supervision it may be concluded that:

1. The state arts councils movement, in less than seven

years, has resulted in an unprecedented and unparalleled de-

velopment of interest in and support for the arts in the United

States. Beginning with New York in 1960 and culminating with

Mississippi in 1966, each of the 50 states now has a state arts

council, with annual budgets varying from New York's $1,500,000

to the minimum in some states of $100,000.

2. The expansion of audiences for the arts has resulted

inversely in providing more opportunities for the professional

artist. Emphasis is being placed on contemporary art because

it is both immediate and fashionable.

3. Technical assistance to art groups has become a

significant activity of many state arts councils. Legal steps

to organize a non-profit corporation, more effective ways to

sell tickets at the box office and delineation of the respon-

sibilities of a Board of Directors are some of the ways in which

this assistance is manifested.
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4. Changes in philosophy of state departments of
education have led to a redefinition of titles of staff members
and their accompanying responsibilities. The most recent change
has been from supervisor to consultant, in which instance the
consultant normally only visits schools when invited.

5. Effective use of a consultant's time has become
increasingly important as the number of schools which he must
service continues to increase. Instead of speaking to a local
school grow, the consultant is increasingly being urged to
involve himself with a larger segment of the population by
speaking to citywide audiences.

6. One of the most significant
the newly-appointed state supervisor
budgeting his time. Sooner or later
to everything that confronts him and
schedule.

responsibilities facing
of music is that of
he must assign priorities
on this basis organize his

7. Required music in the secondary schools is receiving
increasing attention in many states. Some states which do not
now have required music are planninG to institute it, while
others which do have it are trying to determine what changes
can be made to make it more practical and vital to students.

8. It is largely the responsibility of the state supervisor
of music to encourage music teachers to support and belong to
their professional organization, the NEM. In some states
membership increases have been the direct result of personal
contacts made at the suggestion of the state supervisor of music.

9. The dissemination of information about music teaching is
one of the important responsibilities of the state supervisor
of music to keep his constituents informed.

10. Certification standards for teachers of music, although
deviating to some er:tent in specifics from one state to another,
do have a common basic pattern of general education which is
subjected to continual revision in light of changing philosophies
of education. Changes normally involve abolishing requirements
which are outmoded and adding those which are necessary to update
the curriculum.

11. Terminology and computer sciences are more advanced
than the questions musicians at present arc prepared to ask a
computer. Mich of this disparity may be attributed to the lack
of knowledge on the p,-rt of musicians as a group.

12. Uusic may be used in a very effective way to expand
an individual's horizon culturally. Title I ESEA funds are
being used for this purpose in some instances.
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13. Title I of ESEA, although developed for the
culturally deprived, is not exclusively intended for the
poverty-stricken. The culturally-deprived may also be in-
terpreted as those who have not had opportunities to under-
stand and appreciate the arts, even though they may not be

poverty-stricken.

14. Mass media are effecting a considerable influence on
culture today. In some instances the direction which these
activities take is distressing to musicians.

Implications

Implications of the Seminar in State Music Supervision,
based on the summary and conclusions which precede this section,
follows:

1. Federal concern with and subsidization of the arts
may be expected to be more extensive in the near future, barring
unforseen circumstances.

2. The dichotomy which frequently exists between the
artist and the teacher may become even more pronounced as
increased emphasis is placed quantitatively on teaching and
on creativity.

3. Involvement in the arts, partially conditioned by an
omnipresent visual bombardment, will increase as specific arts
forms combiaa to make the audience a part of the creative process.

4. Increased demands on the state music supervisor in the
nature of services expected by schools because of expanded
progra.As and involvement with various titles of ESEA in the
state education department are manifesting a need for additional
music personnel at the state level.

5. The demand for instruments to evaluate Title I ESEA
programs suggests that current standardized music achievement
tests need to be revised and reprinted and others need to be
developed and standardized.

G. As the demand for general music courses increases, the
need for teachers possessing the skills to teach these courses
will become even more acute because of the presented protracted
shortage.

7. The current shortage of trained music teachers, as
manifested by a rather substantial number of music positions
which cannot be filled, suggests the need for an intensive
campaign to recruit and interest young people in teaching music.
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S. Since many music teachers expect the state super-

visor of music to keep them informed on the latest developments

and trends in music education, it appears that this arca may

demand a greater priority of the state supervisors time in

the near future.

9. At the present time, since there is no central pool

of information about projects in Title I or III of ESEA which

pertain to music, some machinery for accomplishing this could

be beneficial to state supervisors of music.

10. The increasing trend to have music taught by specialists

instead of the classroom teachers suggests that many more music

teachers will be needed if every child is to receive an adequate

and well-balanced musical education.

11. Hany possibilities exist for the music teacher in

utilizing the computer to assist with such mundane tasks as

record keeping and other administrative responsibilities.

12. Cultural offerings such as concerts appear to be an

avenue for which Title I ESEA funds may be utilized even more

extensively in the future then they have in the past.
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APPENDIX A

LIST OF SEMINAR PARTICIPANTS

Adams, Leon, State Supervisor of Music, State Department of

Education, Little Rock, Arkansas

Andrews, James, State Music Supervisor, State Department of

Education, Charleston, West Virginia.

Arberg, Harold W., Music Specialist, Arts and Humanities Branch,

U.S. Office of Education, Washington, D.C.

Azzarelli, Joseph, Director, Educational Research Services,
New York University, New York, New York

Baumgarner, Alice A.D., Consultant, Arts Education, State
Department of Education, Concord, New Hampshire

Brooks, William, Consultant, Arts and Humanities, Department
of Education, Trenton, New Jersey

Carr, Robert, State Supervisor of Music, State
Public Instruction, Indianapolis, Indiana

Department of

Chancy, Benjamin S., Acting Director of Music, Board of Education,
New York City Schools, New York, Neu York

Coakley, Marjorie Malone, State Supervisor of Music, State
Department of Public Instruction, Columbus, Ohio

Cochrane, Walter, Associate State Supervisor of Music, State
Department of Education, Albany, New York

Conant, Howard S., Head, Division of Creative Arts, New York

University, New York, New York

Crebo, Robert Q., State Supervisor of MLsic, Department of Public

Instruction, Halena, Montana

Crockett, Frank, State Supervisor of Music, State Department of

Education, Atlanta, Georgia

Daniel, Robert, Supervisor of Music and Art, State Department of

Education, Nashville, Tennessee

Ferrell, Ernestine L., State Supervisor of Music, State Department
of Education, Jackson, Mississippi
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Fish, Arnold, Juilliard School of Music, New York, New York

Fisher, James, State Supervisor of Music, State Department of

Education, Baltimore, Maryland

Getz, Russell P., State Supervisor cf Music, Department of

Public Instruction, Harrisburg, Pennsylvania

Griffiths, Daniel E., Dean, School of Education, New York

University, New York, New York

Harris, Jerry W., Music Consultant, State Department of Public

Instruction, Salem, Oregon

Hart, Floyd T., State Supervisor of Music, State Department of

Public Instruction, Dover, Delaware

Hesch, C.J., State Supervisor of Music, State Board of Education,

Richmond, Virginia

Hoffmann, Arnold E., State Supervisor of Music, State Department
of Public Instruction, Raleigh, North Carolina

Johnston, William L., State Supervisor of Music, State Department

of Public Instruction, Springfield, Illinois

Kirschner, Louise C., Music Research and Curriculum Specialist,

Board of Education, New York City Schools, New York, New York

Kob, Walter, Acting Chairman, Department of Music Education,

New York University, New York, New York

Lacey, Robert N., State Supervisor of Music, State Department

of Education, Boston, Massachusetts

Manning, Philip A., Consultant in Music, State Department of

Education, Austin, Texas

McQueen, Uilliam N., State Supervisor of Music, State Department

of Education, Frankfort, Kentucky

Morlaw; Gene, Associate Executive Secretary, Music Educators

National Conference, Washington, D.C.

Neaderhiscr, George R., State Music Consultant, State Department

of Public Instruction, Topeka, Kansas
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Olanoff, Martin, Project Research Director, Board of Education,

New York City Schools, New York, New York

Parks, John, Assistant Supervisor of Music, State Department of

Education, Baton Rouge, Louisiana

Phelps, Roger P., Doctoral Adviser in Music Education, New York

University, New York, New York

Pinkhaia, Gordon N., Assistant Director, Office of Research Services,

New York University, New York, New York

Premack, Benjamin, State Consultant in Music Education, Department

of Education, Providence, Mode Island

Raley, Alex, Director of Music, Columbia City Schools, Columbia,

South Carolina

Saetveit, Joseph G., State Supervisor of Music, State Department

of Education, Albany, New York

Schmidt, Lloyd, Consultant in Music Education, State Department
of Education, Hartford, Connecticut

Schultz, G. Lloyd, State Supervisor of Music, State Department
of Public Instruction, Madison, Wisconsin

Sjolund, James, State Supervisor of Music, State Department
of Education, Olyupia, Washington

Spann, Marshall, Assistant State Supervisor of Music, State
Departaent of Education, Montgomery, Alabama

Thigpen, Raymond O., State Supervisor of Music, State Department
of Education, Columbia, South Carolina

Van Bodegraven, Paul, Vice President, Music Educators National

Conference, Port Washington, New York

Van Cleave, Emerson S., State Supervisor of Music, State Department

of Education, Mbntgomery, Alabama

Van Diest, Raymond, State Supervisor of Music, State Department

of Public Instruction, PhoeniN, Arizona

Van Ness, Murray, Supervisor of Music, Territory of Guam,

Agana, Guam
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Van Zee, Norma, Music Consultant, Dapartment of Public Instruction,
Des Moines, Iowa

Warren, Richard J., Consultant in Music Education, State
Department of Education, Tallahassee, Florida

Wonner, Eugene, Assistant State Supervisor of Music, Department
of Public Instruction, Harrisburg, Pennsylvania
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APPENDIX B

SEMINAR CONSULTANTS

Flaharty, William H., Deputy Commissioner of Education, State

Departuent of Education, Hartford, Connecticut

Hendrick, Josaph, Regional Assistant to U.S. Commissioner of

Education, New York, New York

Hightower, John B., Executive Director, New York State Council

on the Arts, New York, New York

LaRue, Jan P., Research Consultant, Institute for Computer Research

in the Humanities, New York University, New York, New York

Logemann, George W., Coodinator of Computer Sciences, Institute

for Computer Research in the Humanities, New York University,

New York, New York
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